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Abstract 
 
     
 This thesis reviews the notion of British modern design promoted by the 
Council of Industrial design during 1950s and 1960s through a comparative analysis 
of the series of overseas exhibitions organised or participated in by the Council of 
Industrial Design (CoID) between 1949 and 1972. 
     Through reconstructing these exhibitions, based upon the detailed 
research of the behind the scene actions, the development and realisation of 
exhibitions in terms of preparation, selection of exhibits, design of exhibition space, 
and reception of exhibition by the foreign audience as well as British media, this 
thesis reveals the complexity of the organisational structures involving British 
governmental bodies. Further it suggests that the exhibition policy of the CoID, at 
least in case of overseas exhibitions, was mediated through British governmental 
exhibition policy. 
     The contents and styles of overseas exhibitions are analysed through 
reading texts and images and the thesis reconstructs exhibitions and re-evaluates the 
principles and style of good modern British design promoted by the CoID. This 
research, also, sheds light on the constant organisational struggle of the CoID to 
materialize its own overseas design exhibitions and finally reviews the notion of 
good design and commerciality in the period of 1950s and 1960s.  
     The selected case studies highlight the political, economic, and cultural 
contexts in which these overseas exhibitions were devised for national publicity and 
propaganda purposes. This thesis reveals that a constant tension existed between 
traditional images and heritage, dominant and popular representation of Britishness, 
and the contemporary and modern aspects of Britain idealised by the CoID in its own 
design exhibitions. It therefore contributes to debates about the diverse aspects of 
British identity and its representation through exhibitions. 
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Introduction  
 
 
1. Aims  
This thesis deals with overseas exhibitions organised by the Council of 
Industrial Design (CoID) from 1949 to 1972.  Through the examination of carefully 
selected case studies of overseas exhibitions, this study aims to reveal the CoID’s 
place in the organisational process of such events and to reassess the notion of 
modern design and good design that have been key issues in the design histories of 
the CoID.1  
                                                 
1
 Many studies of British design history readily mention the CoID and its promotion of modern design. 
See Cheryl Buckley, Designing Modern Britain (London: Reaktion Books, 2007), John Heskett, 
Industrial Design, World of Art (London: Thames & Hudson Ltd., 1980), Frederique Huygen, British 
Design: Image and Identity (London: Thames and Hudson, 1989), Penny Sparke, ed., Did Britain 
Make It?: British Design in Context 1946-86 (London: Design Council, 1986), Penny Sparke, An 
Introduction to Design and Culture in the Twentieth Century (London: Routledge, 1986), Richard 
Stewart, Design and British Industry (London: Murray, 1987), Nigel Whiteley, Pop Design: 
Modernism to Mod (London: Design Council, 1987), Lesley Whitworth, "Anticipating Affluence: 
Skill, Judgement and the Problems of Aesthetic Tutelage," An Affluent Society?:Britain's Postwar 
'Golden Age' Revisited, eds. Lawrence Black and Hugh Pemberton (Aldershot: Ashgate, 2004), 
Jonathan Woodham, Twentieth Century Design, Oxford History of Art (Oxford: Oxford University 
Press, 1997), Fiona MacCarthy, All Things Bright and Beautiful (London: Allen, 1972), Jonathan 
Woodham, The Industrial Designer and the Public (London: Pembridge, 1983).  
More specific studies on the CoID and its activities, see Mary Banham and Bevis Hillier, eds., A Tonic 
to the Nation: The Festival of Britain 1951 (London: Thames and Hudson, 1976), Conekin, Becky E. 
'the Autobiography of a Nation': The 1951 Festival of Britain. Studies in Design. Ed. Christopher 
Breward. Manchester: Manchester University Press, 2003. Paddy Maguire, "Designs on 
Reconstruction: British Business, Market Structures and the Role of Design in Post-War Recovery," 
Journal of Design History 4.1 (1991), Paddy Maguire, "Craft Capitalism and the Projection of British 
Industry in the 1950s and 1960s," Journal of Design History 6.2 (1993), Patrick J. Maguire and 
Jonathan M. Woodham, eds., Design and Cultural Politics in Postwar Britain: The Britain Can Make It 
Exhibition of 1946 (London: Leister University Press, 1997), Catherine Moriaty, "A Backroom 
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The Council of Industrial Design was founded in 1944 for the purpose of 
improving the understanding of the importance of design within British industry and 
to stimulate the sale of well-designed projects at home and abroad. The CoID defined 
itself as the promoter of ‘good design’ principles and the educator of the public, 
teaching appreciation of the need for high standards of designed objects in everyday 
life. Various methods of publicity and propaganda were devised to achieve this goal 
and organising design exhibitions in Britain and overseas was seen to be strategically 
important because exhibitions drew the most instant publicity. In a speech at a 
meeting of the CoID in 1945, Sir Raymond Streat2 emphasised the usefulness and 
effectiveness of exhibitions as means of promotion of design:  
 
                                                                                                                                          
Service?: The Photographic Library of the Council of Industrial Design 1945-1965," Journal of 
Design History 13.1 (2000), Sparke, ed., Did Britain Make It?: British Design in Context 1946-86, 
Whitworth, "Anticipating Affluence: Skill, Judgement and the Problems of Aesthetic Tutelage.", 
Jonathan Woodham, "Managing British Design Reform I: Fresh Perspectives on the Early Years of the 
Council of Industrial Design," Journal of Design History 9.1 (1996), Jonathan Woodham, "Managing 
British Design Reform Ii: The Film Deadly Lampshade - an Ill-Fated Episode in the Politics of "Good 
Taste"," Journal of Design History 9.2 (1996).  
2
 Streat, Sir (Edward) Raymond (1897–1979), cotton trade administrator, was born in Prestwich, 
Lancashire. In early 1919, Streat became secretary to the director of a Manchester insurance firm, then 
in January 1920, he was appointed as secretary of the Manchester Chamber of Commerce, where he 
remained until 1940. From 1940 to 1957, he was Chairman of the Cotton Board. The biography of 
Streat in Oxford Dictionary of National Biography details, “While Chairman of the Cotton Board, 
Streat had served a number of related organizations, particularly those concerned with the application 
of science to industry and technical education.” He was a member of the Advisory Council of the 
Department of Scientific and Industrial Research (1942–7); President of the Association of Technical 
Institutions (1944–5); a member of the General Advisory Council of the BBC (1947–52); and 
President of the Textile Institute (1948–51). Marguerite W. Dupree, ‘Streat, Sir (Edward) Raymond 
(1897–1979)’, Oxford Dictionary of National Biography, Oxford University Press, Sept 2004; online 
edn, Jan 2008. 11 November 2008. <http://www.oxforddnb.com/view/article/48328>  
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We have done exhibitions, study groups and conversations and 
correspondence. The exhibitions are what you have heard about. … 
The usefulness of exhibitions is obvious. It sets going in the trade, for 
the period of any particular exhibition, a vast amount of mental 
excitement. Everybody argues about it. Trade journals write about it. 
We do not seek to establish any particular answer, but I would like to 
emphasise that in my opinion exhibitions are really only the bait.3 
 
‘Britain Can Make It’ in 1946 and ‘Festival of Britain’ in 1951 were rated as 
the biggest and the most successful national exhibitions in which the CoID played a 
pivotal role and, in doing so, raised its profile in the public significantly.4 Apart from 
these highlighted events, the CoID arranged a great number of small exhibitions in 
various forms and locations including retail exhibitions in department stores and 
shops and educational travelling exhibitions in schools and so on. In 1956, it also 
opened up the Design Centre in Haymarket, London, as a permanent ‘national shop 
window’ with displays of British products representing the idea of ‘good design’ 
promoted by the CoID as well as annual Design Centre Awards displays. In these 
exhibitions held in Britain, the CoID had a capacity to control what to exhibit and 
how to exhibit despite several problems with finances and spaces. 
                                                 
3
 Design Council Archive (DCA), CoID Minutes of the council meeting held on 9 March 1945 
4
 About the ‘Britain Can Make It’ exhibition, see Sparke, ed., Did Britain Make It?: British Design in 
Context 1946-86, Maguire and Woodham, eds., Design and Cultural Politics in Postwar Britain: The 
Britain Can Make It Exhibition of 1946. About the ‘Festival of Britain’, see Becky E. Conekin, 'the 
Autobiography of a Nation': The 1951 Festival of Britain, Studies in Design, ed. Christopher Breward 
(Manchester: Manchester University Press, 2003), Banham and Hillier, eds., A Tonic to the Nation: 
The Festival of Britain 1951.  
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This research turns its attention to the less well-known exhibitions of the 
CoID and focuses on the representation of British modern design through some of 
the exhibitions and their collections, with an emphasis on the exhibitions held 
overseas countries. Exhibitions studied here the CoID organised, in others it was one 
of the participants. Initially, the role of the CoID in the process of planning and 
organising overseas exhibitions was not defined properly and was limited to that of 
an adviser working at the request of government departments and other public 
bodies. Despite this ambiguity over the CoID’s role in overseas activities, the CoID, 
from the early period of its existence, recognised the needs to promote its activities to 
foreign audiences to demonstrate that Britain could produce modern design and that 
modern design could be good for the increase of export.5   
At a small exhibition of industrial design held in the Stedelijk Museum, 
Amsterdam in 1949, the CoID finally materialised its ambition of promoting British 
modern design to the foreign public. From then on, the activity of the CoID in 
staging British products and design grew annually and was regarded as necessary and 
effective for the acceleration of the export trade as well as for the promotion of 
British modern design. In the period between 1949 and 1972, 133 overseas 
exhibitions with which the CoID was involved with can be counted through cross-
referencing various documents, such as the CoID’s Annual Report, Minutes, 
                                                 
5
 The CoID Minutes from the preliminary meeting of the Council held at the Board of Trade in 
December 1944 state, “The Chairman referred to the fact that the Council was particularly concerned 
with the improvement of design in relation to exports. This relationship was right in view of the 
Council’s connection with the Board of Trade. But the problem is one and individual. There could not 
be one law for exports and another for home trade. Design Centre propaganda could quite properly 
cover both aspects.” The CoID’s Annual Report 1953-54 also evaluated the commercial benefits of 
showing British products in overseas trade fairs in collaboration with the Board of Trade.   
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Photograph Collection of overseas exhibitions at the Design Council Archive, Design 
Archives, University of Brighton and the CoID’s official magazine Design 
(Appendices 1). These overseas exhibitions include cultural and prestigious 
exhibitions, British government stands at international exhibitions and numerous 
trade fairs and numerous retail exhibitions in many different countries, including 
most of West European nations, some East European Communist states, the United 
States of America, Canada and Commonwealth countries.  
The case studies were selected with consideration of both the availability of 
primary materials and the their relevance in the evolvement of the CoID’s design 
policies and promotion strategies during the concerned period. In addition, they were 
categorised and grouped together in order to reflect various natures of exhibitions 
within cultural, political and economical contexts. The exhibitions dealt with in this 
thesis were often small in scale and unnoticed by the British public and media. 
However, the investigation of these exhibitions with recognition of their 
collectiveness and regularity over more than twenty years, will enrich the 
understanding of the CoID’s ideal of modern design and its attitude towards design 
promotion and offer an insight to the Council’s regular working processes and 
dynamics within its own and with other organisations.  
Unlike the exhibitions organised by the CoID within the British national 
boundary, the organisation of overseas exhibitions required more complicated 
organisational structure involving many different civil and governmental institutions. 
Through a close examination and analysis of the organising processes of overseas 
exhibitions, this research will reveal the complex organisation of these events and 
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demonstrate how the exhibition policy of the CoID was limited and mediated during 
this process. The thesis will argue that the CoID’s priority of disseminating ‘good’ or 
‘modern’ design in organisation of overseas exhibitions was hardly shared with other 
British government bodies, despite apparent encouragement and support from the 
British government. The CoID had to make a case for its exhibition policy within 
government structures. Examinations of lists of exhibits from exhibitions 
(Appendices 2) and a number of photographs taken from exhibitions reveal a type 
and style of design that the CoID promoted or favoured. Moreover, by positioning 
the CoID’s overseas exhibitions in the context of British government’s overseas 
cultural and economic programme, this study will explore the process of the shaping 
of British national images and identities in design and culture and the place of 
overseas exhibitions in this process, their role in propagandising and spectacularising 
British design and identity.  
Design promotion, in particular the CoID with government aid, often used 
the slogan of ‘good design sells’. The cliché of ‘good design sells’ is questionable of 
course as John Hewitt stated in his article published in Oxford Art Journal in 1987: 
‘does it sell because it is good or is it good because it sells?’6  Even though the CoID 
was never considered as an organisation with a commercial purpose, the existence of 
the CoID was closely tied with the commercial outcomes of the Council’s projects. 
As this thesis will demonstrate through the analysis of selective overseas exhibitions, 
the rhetoric of commerciality of good design was used again and again to construct a 
relationship between design, design exhibitions and export trade.  
                                                 
6
 John Hewitt, "Good Design in the Market Place: The Rise of Habitat Man," Oxford Art Journal 10.2 
(1987).  28 
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This thesis examines the projection and representation of British national 
identity through design exhibitions held in foreign countries. International 
exhibitions have often been seen as a space to convey the political and cultural 
intentions of organisers and national pavilion are considered as an epitome of 
representation of national identity. 7  This thesis follows from early work on 
exhibitions and national identities, usually focused upon the representation of ‘host’ 
nation, to consider how national identity is sustained abroad. Importantly, tensions 
existed amongst different versions of British identities, especially a projection of the 
modern contemporary British culture against a representation of the old England 
strongly flavoured with tradition and heritage, and a reticent and rational mood of 
good design against colourful and explosive one of popular culture that emerged 
towards the end of the period that this thesis covers.  
 
                                                 
7
 Studies on international exhibitions, see Dawn Ades, Art and Power: Europe under the Dictators 
1930-45 (London: Thames and Hudson in association with Hayward Gallery, 1995), John Allwood, 
The Great Exhibitions (London: Studio Vista, 1977), Jeffrey A. Auerbach, The Great Exhibition of 
1851: A Nationa on Display (New Haven, Conn; London: Yale University Press, 1999), Paul 
Greenhalgh, Ephemeral Vistas: The Exposition Universelles, Great Exhibitions and World's Fairs, 
1851-1939 (Manchester: Manchester University Press, 1988), Penelope Harvey, Hybrids of 
Modernity: Anthropology, the Nation State and the Universal Exhibition (London: Routledge, 1996), 
Donald R. Knight, The Lion Roars at Wembley: British Emprie Exhibition, 60th Anniversary 1924-
1925 (New Barnet, 1984), Kenneth Luckhurst, The Story of Exhibitions (London: Studio, 1951), John 
M. MacKenzie, Propaganda and Empire: The Manipulation of British Public Opinion, 1880-1960 
(Manchester: Manchester University Press), Louise Purbrick, ed., The Great Exhibition of 1851: New 
Interdisciplinary Essays (Manchester: Manchester University Press, 2001). 
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2. Chapter outline  
Chapter 1 will introduce the research sources and position this study in the 
context of wider academic fields. The scope of primary resources from the Design 
Council Archive and the National Archives will be discussed and the limitations and 
contributions of each archive will be recognized. This chapter will review key 
academic works about the Council of Industrial Design and its ‘good’ design 
ideology. It also will survey the historical notion of British national identity and how 
it is related with the creation of a particular version of Britishness or Englishness 
through exhibitions. The last section will deal with key issues, drawn from exhibition 
studies and museology, to be considered for studying exhibitions of designed objects.  
Chapter 2 will discuss the emerging pattern for exhibition policy and 
practice of the British government and the Council of Industrial Design during the 
late 1940s and 1950s. The first section will concentrate on the British government 
overseas exhibition policies and the relationship of the CoID’s overseas exhibition 
policies with the overall direction of British government international and export 
policy. Three case studies of overseas exhibitions, ‘Modern UK’ in Amsterdam, the 
Netherlands in 1949, ‘Design from Britain’ in Oslo, Norway in 1952 and ‘Design 
from Britain’ in Washington D. C., U. S. A. in 1953, will reveal the complexity in 
the organisational process of overseas exhibitions and the consequential limitations 
and the resultant compromises within the CoID’s overseas exhibitions. This section 
will also highlight the significant discovery that the CoID’s ideal of promoting 
British modern design was clearly altered and mediated once other organisations 
became involved with the organisational processes of exhibitions.  
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Chapter 3 will deal with the issue of design and exhibition in the political 
context through an in-depth analysis of ‘The Role of Industrial Designer in British 
Industry’ exhibition held in Moscow in 1964. This prestigious exhibition was 
considered politically important in terms of the international relationship between 
Britain and the Soviet Union in the Cold War context. The investigation of the 
contents and the style of the exhibition will show that this exhibition successfully 
projected the purest version of the CoID’s modern design ideology by emphasizing 
rational, scientific and utilitarian approach to industrial design. This also was a 
reflection of the shifting focus in the CoID from consumer products to capital goods 
and engineering. 
Chapter 4 will deal with exhibitions of a commercial nature such as retail 
exhibitions, trade fairs, and British Weeks. An exploration of the intention and 
organisational processes behind retail exhibitions organised by the CoID will lead to 
a discussion of the commercial values of the CoID’s overseas exhibitions in the 
context of the British government’s export promotions during late 1950s and 1960s.  
A close study of British Weeks held between 1964 and 1971 will reveal that different 
versions of British national identity were projected and that a juxtaposition of the 
spectacle of tradition and modernity through technology was predominant in 
representations throughout British Weeks. 
Chapter 5 will assess the ‘L’idée et la Forme (Idea and Form)’ exhibition in 
Paris, France in 1971, the last prestigious exhibition of the CoID before its 
reorganisation into the Design Council in 1972. This investigation into the 
organisational processes will confirm that the CoID had little power to control 
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overseas exhibitions and that CoID’s intention of showing the most advanced British 
design was changed, instead, into politically sensitive British cultural propaganda. 
The examination of the themes and styles of this exhibition will demonstrate that 
technology and engineering were placed in the forefront in the promotion of British 
culture and design and that the images of British Pop culture in late 1960s was finally 
included but was firmly contained in the projection of British identity by the CoID 
and the British government.    
 
3. Definitions  
The use of terms dealing with different kinds of exhibitions in this thesis 
follow the definitions made by Kenneth Luckhurst in his book, The Story of 
Exhibitions published in 1951. He states that aims of exhibitions are cultural 
pleasure, information and transaction of business8 and he divided exhibitions into 
industrial exhibitions before the Great Exhibition in 1851 and international 
exhibitions after 1851. According to the scope of exhibitions, they could be divided 
into national exhibitions, special exhibitions and trade fairs. As to national 
exhibitions, Luckhurst wrote: 
 
When they are held in their own country, this real life foundation is 
always there for the visitors to see and get the feel of, … national 
exhibitions held in foreign countries, and, national exhibits by foreign 
countries participating in international exhibitions, lack the check 
                                                 
8
 Luckhurst, The Story of Exhibitions. 9-11. 
 24 
imposed by this background, and their organisers are very naturally 
tempted to accentuate disproportionately whatever is strange and 
glamorous in their country’s story to the detriment, possible, of what 
is important but dull. In other words, they find themselves exploiting 
the entertainment value of their exhibition.9 
 
In this sense, overseas exhibitions by the CoID are categorised as national 
exhibitions and they display many of the characteristics that Luckhurst observed.  
               Trade fairs, as Luckhurst explains, are focused on selling a certain kind of 
object and viewing is often confined to trade buyers and wholesale dealers. Trade 
fairs were normally held for a certain period of time – one or two weeks- at the same 
time and in the same town.10 The actual sale of goods made in trade fairs, make trade 
fairs different from exhibitions that are solely for display of goods. British Weeks, 
subject of Chapter 4, could be considered both a national exhibition and a trade fair. 
             In this thesis, the nature of exhibitions is broadly divided into two groups: 
‘prestigious’ and ‘commercial’.  ‘Prestigious’ exhibitions were to be thematic and 
cultural depicting the British way of life.11 ‘Commercial’ exhibitions refer to displays 
in international or national trade fairs and retail exhibitions that are organised to sell 
the displayed goods in shops and stores. ‘The Role of Industrial Designers in British 
Industry’ exhibition in Moscow in 1964, the subject of Chapter 3, and the ‘L’idée et 
la Forme’ exhibition in Paris in 1971, the subject of Chapter 5, were considered as 
                                                 
9
 Luckhurst, The Story of Exhibitions. 169. 
10
 Luckhurst, The Story of Exhibitions. 185. 
11
 The CoID understood this as something similar to the ‘Britain Can Make It’ exhibition. Design 
Council Archive (DCA) 1005/1 British Industrial Design Overseas: Proposal for North America 1949-
1952, Extract from E(47)3. 
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‘prestigious’ exhibitions. The examples of ‘commercial’ exhibitions are retail 
exhibitions dealt in Chapter 4.  
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 Chapter 1. Research sources and methodology 
 
1. Primary sources 
The major source of this research is deposited at the Design Council 
Archive (DCA) housed at the University of Brighton Design Archives. The DCA 
contains a collection of documents, publications, posters, photographs, ephemera 
covering all activities of the Council of Industrial Design (renamed as the Design 
Council in 1972). The files related to overseas exhibitions are titled under the 
heading of ‘Overseas Exhibitions’ and consist of letters, memos, plans, exhibition 
lists, publicity materials and so on. The annual reports of the CoID, the minutes from 
the meetings of the CoID members, and Design magazine are useful for compiling 
the list of overseas exhibitions and cross referencing the details of these events. A 
collection of photographs of overseas exhibitions was found, when I began this 
research at the Design Archives in 2001, in the envelops marked as ‘Overseas 
Exhibitions’ and was not then included in the photograph collections. This is now 
integrated into the photograph collection, categorised under the heading of 
‘Exhibition’, which is divided into ‘UK exhibition’ and ‘Overseas exhibition’.  
One of the limitations of the documents from the DCA is the fact that 
existing documentation is patchy at best covering only limited number of overseas 
exhibitions. Only 21 out of 133 overseas exhibitions between 1949 and 1971 were 
documented. Six files, for example, those on ‘Modern UK’, a design exhibition in the 
British Pavilion at the Canadian National Exhibition in Toronto, which the CoID 
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participated in five times during 1950s, were discarded in 1970. 12  Secondly, 
documents of exhibitions around the early 1950s are sparce, only five files of only 
one exhibition, ‘Design from Britain’ held in Washington D.C. USA in 1953 have 
been found.  
The photographic records of overseas exhibitions cover a greater number of 
exhibitions, 48 exhibitions out of 133. It is not clear who took these photographs. It 
seems that these photographs were obtained by various ways, often taken by a 
member of the British Council or the Central Office of Information at the scenes then 
passed on to the CoID.13 The photographs provide basic information about the title of 
the exhibition, when and where it was held, and sometimes, the designers and 
organisations involved. They are also invaluable visual records, which show which 
objects were displayed in the exhibitions and how the written plans for exhibitions 
were visually executed and at best evoke the atmosphere of displays, which is 
invaluable for the reconstruction of the exhibitions. 
From the National Archives in Kew, relevant materials for this research are 
documents from the Board of Trade, the British Council, the Foreign Office and the 
Central Office of Information (especially the Exhibition Division). These documents 
reveal government policy on overseas exhibitions and the organisational structure, in 
which the CoID participated. It also fills in some of the gaps of the Design Council 
Archive documentation of overseas exhibitions. For example, documents relating to 
a design exhibition held in Amsterdam in 1949, the first overseas exhibition that the 
                                                 
12
 I thank Lesley Witworth of the Design Council Archive for her advices me on the destroyed files. 
13
 There is no record of names involved with these activities. There are some documents discussing 
the orders and prices for these photographs.  
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CoID had a role in, is located in the British Council section at the National Archives 
because the exhibition was coordinated and supported by the British Council. The 
Board of Trade files also contains several documents regarding overseas exhibitions 
for trade promotion and the British Weeks in 1960s, for which the CoID was in 
charge of organizing design displays. It is worthwhile to note that there are few other 
visual records of these activities in the government files. Although the Board of 
Trade Journal contains many images of the events accompanying the reports, only 
one set of the negative film showing scenes from the British Week in Brussels is to 
be found in the National Archives.  
 
2. Secondary sources 
(1) The CoID and the British Modern design after the Second World War 
The majority of studies on British post-war design have firmly located the 
story of the CoID in the context of the promotion of British modern design within the 
British industry and to the public.14 Two national exhibitions, ‘Britain Can Make It’ 
in 1946 and the ‘Festival of Britain’ in 1951, were organised by the CoID soon after 
its foundation and seen hugely influential, raising the profile of the CoID and 
promoting good design in industry and to public alike at the time of the post-war 
                                                 
14
 Fiona MacCarthy, All Things Bright and Beautiful (London: Allen, 1972), Richard Stewart, Design 
and British Industry (London: Murray, 1987), Jonathan Woodham, Twentieth Century Design, Oxford 
History of Art (Oxford: Oxford University Press, 1997), Penny Sparke, An Introduction to Design and 
Culture in the Twentieth Century (London: Loutledge, 1986). Jonathan Woodham, The Industrial 
Designer and the Public (London: Pembridge, 1983).Jonathan Woodham, Twentieth Century Design, 
Oxford History of Art (Oxford: Oxford University Press, 1997)  
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reconstruction of Britain, economically, socially and culturally. The exhibitions were 
meant to be manifestos of the CoID’s vision for future British society, that is, 
showing modern British living abundant with well-designed products and enhanced 
by good design. What is design and what is good design was explained in various 
ways, for example, Design Quiz at ‘Britain Can Make It’ and Gordon Russell’s 
article, “Good Design is not a Luxury” published in Design in 1949.15 In this article, 
Russell defined good design as ‘an essential part of a standard of quality’ to meet the 
requirements for satisfying products from consumers, such as use of appropriate 
materials, functional efficiency, aesthetic appeal, and affordability. He also 
highlighted that good design, different from ‘styling’, was fundamental in the process 
of planning and developing products.16   
Despite these attempts to define good design, the definition of good design 
remains arbitrary and contested. 17  In her book titled Bringing Modernity Home, 
published posthumously in 2007, Judith Attfield acknowledged: 
                                                 
15
 A series of ten quiz banks were set up throughout the exhibition, containing three mounted 
photographs of different designs for the single product type. Visitors were encouraged to assess the 
merits of each design by questioning themselves ‘Will the item do what it meant to do?’ ‘Does it look 
what it is?’ ‘Will it look pleasant and fit in with other furniture?’ and to express their opinions on them. 
This ‘practice of taste-testing’ was popular with the visitors and well established in the exhibition 
practice by this time. The CoID also published the ‘Design Quiz’ booklet, which sold nearly 500 
copies during the exhibition. Jonathan Woodham, "Design Promotion 1946 and After," Did Britain 
Make It?: British Design in Context 1946-1986, ed. Penny Sparke (London: Design Council, 1986). 
“Document 20: Summary of Findings of Mass Observation Survey at Britain Can Make It”, Patrick J. 
Maguire and Jonathan M. Woodham, eds., Design and Cultural Politics in Postwar Britain: The Britain 
Can Make It Exhibition of 1946 (London: Leister University Press, 1997). 
16
 Gordon Russell, “Good Design is not a Luxury”, Design 1 (1949) 
17
 See Judy Attfield, Bringing Modernity Home:Writings on Popular Design and Material Culture 
(Manchester: Manchester University Press, 2007), Stephen Hayward, "Good Design Is Largely a 
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In attempting a historiographical account it soon becomes obvious that 
it is not easy to ascertain how ‘good design’ was actually defined by 
the experts at different times, suggesting serious rifts and 
disagreements between various factions and interested groups of the 
design establishment.18  
 
However, she positions good design historically as a utopian concept and as 
a style of form of reform: 
 
with its roots in the arts and crafts movement but based on modernism 
as progressive, prevalent in the post-Second World War period. It 
refers to an ideal, rational and self-conscious process of design. … 
Modernist good design practice aimed at producing a classic (meaning 
timeless and therefore not subject to fashion), standard, universal 
product in a style-less aesthetic. The ideal design was supposed to 
result from the use of the most appropriate method of production and 
materials to deliver the best quality for the maximum benefit to a 
universal consumer at the most economic price. … it can also be 
posited as part of a long and continuing concern for socially 
responsible, rational design that prioritises ethical integrity above 
commercial expediency.19 
 
Certainly, the CoID is a part of this history.  
This recognition of the problematic nature of good design discourse has also 
been demonstrated in Stephen Hayward’s article titled “Good Design is Largely a 
Matter of Common Sense” published in 1998. Hayward argues that by applying 
                                                                                                                                          
Matter of Common Sense: Questioning the Meaning and Ownership of a Twentieth-Century 
Orthdoxy," Journal of Design History 11.3 (1998), John Hewitt, "Good Design in the Market Place: 
The Rise of Habitat Man," Oxford Art Journal 10.2 (1987). 
18
 Attfield, Bringing Modernity Home:Writings on Popular Design and Material Culture. 15. 
19
 Attfield, Bringing Modernity Home:Writings on Popular Design and Material Culture. 15. 
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Foucauldian approach involving reading material culture as knowledge, good design 
could be regarded in terms of “the exercise of power, concomitant with a hegemonic 
idea of progress of modernity, and the antithesis to a contrary world of ‘bad’ or 
‘uncultivated’ design”. He also advocates that Bourdieu’s definition of consumption 
helped to explain, in the context of commodity culture, why aesthetic ideals of good 
design were dominant, neglecting the egalitarian aspects.20 Whilst his interpretation 
of good design as an elite rather than popular aesthetic is born out by several scholars 
including Attfield, if his analysis is applied to the CoID, the organisation appears as 
the servant of the state and the market. This thesis shows that it was not so simple: 
the CoID preserved its ideas of good design against immediate commercial interests, 
but not always successfully. 
The 40th anniversary of ‘Britain Can Make It’ provided an opportunity for 
design historians to revisit the themes raised by the exhibition such as ‘good design’ 
promotion, the role of industrial designer, the relationship between design and British 
industry and surveyed the status of British design in the period of forty years after the 
exhibition in Did Britain Make It?: British Design in Context 1946-1986, published 
in 1986. Both Penny Sparke and Jonathan Woodham pointed out the interesting 
similarities of the economic situation in reconstruction of the postwar and recession 
of the 1980s, both characterized by calls for a rejuvenation of nation economy and 
culture through design. The lesson Penny Sparke draws from ‘Britain Can Make It’ 
is this: 
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 Hayward, "Good Design Is Largely a Matter of Common Sense: Questioning the Meaning and 
Ownership of a Twentieth-Century Orthdoxy." 
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The strongest similarity between 1946 and 1986 is the shared belief in 
design’s powers of salvation to bring the country from a position of 
economic weakness to one of economic strength. What 1946 was also 
committed to – perhaps more so than today – is the idea that ‘good 
design’ should improve the quality of the everyday life of the ordinary 
man and woman…. It was about the quality of life in post-War Britain, 
a quality which, in 1946, combined traditional values with those of the 
modern world. It is, I feel, the overriding lesson that 1946 has to teach 
us and the one which we would do well to reinject into discussions of 
design in 1986, although now with a little less sociological naivety.21    
  
Here she points out two issues of good design. Firstly, the statement that ‘good 
design equals good business’ had been actively pursued since the design reform 
movements in the nineteenth century and was especially reinforced by the CoID 
during the period of post-war reconstruction and until at least the 1960s. The CoID 
preached that the adoption of good design in British industry would be able to 
increase the competitiveness of British products in home and overseas markets.22 The 
assumed commercial benefits, achieved by a good design campaign for individual 
manufacturers and British national economy alike was the essential logic that the 
CoID adopted, in order to obtain support from British manufacturers and government 
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 Penny Sparke, ed., Did Britain Make It?: British Design in Context 1946-86 (London: Design 
Council, 1986). 4-5. 
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 An example of actions taken to promote commerciality of good design in USA is the ‘Good Design, 
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Modern Art at Mid-Century: At Home and Abroad, Studies in Modern Art 4 (New York: Museum of 
Modern Art, 1994). 
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officials. Overseas exhibitions, organised by the CoID, in order to promote British 
modern design products in foreign countries were clearly consequence of this 
intention. The economic potentialities of good design, which was for the CoID also 
modern design, shown in these exhibitions were repeated throughout its publicity. 
This includes announcements of forthcoming exhibitions, proposals to government 
ministries for funding, letters to British manufacturers for participation as well as 
several articles highlighted the role of design in British export trade. 
 Nevertheless the evaluation of good design in terms of commercial 
measures is not straightforward. For example, Stephen Hayward asks “how to prove 
that any rise in sales was attributable to ‘good design’ as opposed to other 
motivational factors.” 23  John Hewitt also probes the relationship between 
commerciality and design by raising the question “does it sell because it’s good or is 
it good because it sells?”. He illuminates that the statement of ‘it sells because it is 
good’ prioritises ‘the intrinsic merits of the design’ over commercial desires and 
asserts that it was this aesthetic notion of good design, independent of the 
commercial outcomes, that the CoID embraced and therefore the CoID had complex 
and uneasy approaches towards outright commercial priorities, despite their slogans 
such as ‘design for profit’ and ‘design for export market’ used widely in their 
publications and exhibitions.24 Research into overseas exhibitions of the CoID shows 
the complexity and ambiguity of the CoID’s good design ideal and promotion 
activities. Furthermore, the ambiguity of good design in terms of business sense as 
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 Hayward, "Good Design Is Largely a Matter of Common Sense: Questioning the Meaning and 
Ownership of a Twentieth-Century Orthdoxy." 225. 
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 He argues this through reading the shifts of ideas on good design shown in Design between late 
1940s and 1960s. Hewitt, "Good Design in the Market Place: The Rise of Habitat Man."  
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well as a taste marker, brought lukewarm or often hostile responses from British 
industries towards good design promotions during the inter-war period and onwards.   
The second point raised by Sparke’s remarks about the role of good design 
between the immediate post-war time and 1980s is the egalitarian notion of good 
design: good design improves everyday life and consequently benefits the welfare of 
the public. Claiming design has salvational power can be traced back to the design 
reform movements and the Arts and Crafts movements in the 19th Century, in 
particular, the social and moral implications of design theories advocated by Ruskin 
and William Morris, premised upon their socialist ideology.  
Paul Greenhalgh’s analysis of modern movement in design positions this 
ideal of design in discourse of Modernism as “a set of ideas, a vision of how the 
designed world could transform human unconsciousness and improve material 
conditions”. Greenhalgh asserts that the earlier utopian Modernist ideology was 
transfigured into a particular style and a emergence of new technology and formed “a 
discourse concerned principally with the appearance of things”, which achieved 
official respectability, universality and ubiquity through International Style during 
the 1920s and 1930s.25 Abstractness, functional aesthetics, and industrial form of the 
European Modernist movements, such as De Stijl and Bauhaus, are key stylistic 
attributes of ‘the appearance of things’. Whilst this understanding and definition of 
Modernism in the designed world is generally truthful, the story of modernism in 
British design shows complex intercourses between different ideas concerning 
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 Paul Greenhalgh, "Introduction," Modernism in Design, ed. Paul Greenhalgh (London: Reaktion 
Books, 1997). 3-6. 
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aesthetic, cultural and social values during the interwar period. Greenhalgh illustrates 
the English confrontation with modernity: 
 
If modernism is exclusively identified with the purest products of the 
various European modern movements, the English design world 
produced very little. Rather, it generated a series of responses to the 
call of the modern. The handful of buildings and products devised in 
England which were examples of unadulterated modern movement 
design were invariable made by émigrés, or those directly under their 
tutelage. …this indigenous activity was negligible. When the English 
attempted to look modern, they did not usually feel obliged to cling to 
faithfully to the ideological rigor of the Bauhaus.26 
 
He concludes that British modern design between the wars is a form of ‘structured 
compromise’ achieved through the preservation of the Arts and Crafts values and the 
appropriation of modern forms and styles. In her book, Designing Modern Britain, 
Cheryl Buckley also recognises the ‘didactic stance’ of British modernism: 
 
Articulated as singular and homogenous by various proponents, 
modernism was transmuted across Britain as it interacted with local 
traditions, responded to historical precedents, reworked decorative and 
figurative idioms, adapted to manufacturing conditions and priorities27    
 
Such compromise and complexity of modern design are evident in the overseas 
exhibitions of the CoID as this thesis will explain.  
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Fiona MacCarthy identifies the stylistic attributions of British modern 
design during the wars, as the taste for ‘simple furniture, soundly designed and well-
made of excellent materials’ with ‘glorified plainness’, which was especially shown 
in the words and designs by the members of the Design and Industries Association 
(DIA) and later broadly shared by the members of the CoID. 28  Claire Catterall 
expresses a similar view on the CoID’s ‘good design’ as follows: 
 
Its stance was, significantly, one borrowed from past decades, a 
mixture of the Arts and Crafts emphasis on quality and craftsmanship, 
with the Modernist tenet ‘form follows function’. There was also a 
great sense of morality and ‘good manners’ injected into the Council’s 
ideas. Elements such as ‘purity of purpose’ were emphasised, as was 
the sense of moral earnestness and the belief in design as a force for 
social betterment.29 
 
The intention of this thesis is not so much questioning the definition and 
attributions about what is British modern design, as understanding the complexity in 
the processes of attempting to establish British modern design as a national style and 
the role played by the CoID in creating a particular version of modern British design. 
Through the examination of selective overseas exhibitions organised by the CoID, 
this thesis will explore the extent to which the CoID pursued the ideology of modern 
design throughout the exhibition practice. It will re-evaluate the CoID’s notion of 
good design during 1950s and 1960s when the very idea of good design was 
challenged economically and ideologically from various directions. The similarities 
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and differences in between the narratives and visual imageries of three case studies 
between 1949 and 1954 in Chapter 1 and those of a case study in 1971 in Chapter 5 
will highlight the CoID’s struggle in negotiating the tensions between aesthetic and 
commercial values and its slow evolvement from modern ideology to post-modern.  
Jonathan Woodham pointed out that original members of the CoID were 
selected from a small group of professionals, often with close social links and 
therefore shared the same set of aesthetic values acquired by ‘talent, training, 
discrimination and taste’.30 The difference between the taste of British industrialists 
and that of state-aided, London-based cosmopolitan, cultural elitists and the 
resistance of the former to the latter deepened the friction between two parties. The 
chasm between the ideals of the CoID and design promoters and British industry is 
the centre of debates raised in Design and Cultural Politics in Postwar Britain: The 
Britain Can Make It Exhibition of 1946 edited by Patrick Maguire and Jonathan 
Woodham. The depository of the Design Council Archive in the Design Archives at 
University of Brighton in 1994 provided an opportunity to access the valuable 
internal documents of the CoID and resulted in the research that recognised various 
complex problems the CoID faced in the organisation of such events within broad 
political contexts.31 From research on then newly available materials in the Design 
Council Archive, this book positioned the ‘Britain Can Make It’ exhibition in the 
political, social and economic context of post-war reconstruction period. In the 
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preface of the book, Maguire and Woodham stated that their reading of design was 
concerned with design in its political context: 
 
design can be read neither in isolation nor solely from the ‘object’ in a 
quasi-anthropological fashion. Still less can be read from the stated or 
assumed intentions of the designer(s) and a focus … provided by the 
politics of design in the post-war period. Whether narrowly conceived 
as the politics, and political positioning, of design organizations and 
their propagandists and protagonists, or broadly conceived as the 
structure, values and discourse of political society, the ramifications 
and resonances of post-war politics provide an inescapable concern 32 
  
Maguire and Woodham recognized that the history of the CoID had been largely 
informed by optimistic propagandist sources and stories told in autobiographies of 
inside members such as Gordon Russell and Paul Reilly and urged that more diverse 
historical archival materials should be consulted in order to understand the multi-
faceted debates around design, politics and industry in post war period.33  
Drawn from extensive research on British contemporary industrial history, 
in particular, on British government documents deposited in the National Archives 
and the papers of the Federation of British Industries at the Modern Records Centre 
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in Warwick University, Patrick Maguire argued that the problematic relationship 
between the idealistic and optimistic design organisations, including the CoID, and 
the British manufacturers had to be investigated by looking into the economic 
realities of the British industrial and trade structure that the manufacturers 
experienced during the inter-war period and after.34 British government efforts to 
modernise industries into American style mass-production with standardization and 
high level of efficiency were resisted by “a number of basic structural characteristics 
of the industry”, such as the diversity of the market which resulted in the vast variety 
of design and small quantity production and emphasis on quality, craftsmanship, and 
durability of British products, which was the strategy adopted for competitive export 
market of Britain.35 This thesis takes up Maguire and Woodham’s political injunction 
to attend to a particular political context of overseas exhibitions of the CoID but also 
to how a notion of good design was developed through these practices of exhibitions.  
By doing so, this research attempts to contextualize the history of the CoID and 
British design within the broader scenes of British contemporary history and 
international relations.  
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(2) National identity in British Design: Englishness/Britishness  
Nikolaus Pevsner asks in his influential book, The Englishness of English 
Art, published in 1956, if “there is such a thing at all as a fixed or almost fixed 
national characters”.36 He states that his interpretation of English national identities 
in art is fluid and inclusive: 
 
In the case for instance of the particular essay on the geography of 
English art which is to follow, the result is not meant to be a 
peremptory, … but rather the prospect of so complex a scene of 
seemingly opposed forms and principles, and seemingly opposed 
sympathies and antipathies that those ready to explore it out to emerge 
with a widened and not a narrowed sense of this country’s national 
possibilities.37  
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Despite the fluidity of national forms, Pevsner asserts that constant elements 
featuring in the history of English art can be identified. With emphasis on the 
influence of the mild and moderate English climate in art, he divides the 
characteristics of English art into two group: one being rational, moderate and 
conservative leading to reticence and pragmatism and the other being irrational, 
imaginative, mythical.38 Pevsner concludes that “growing importance in the national 
character of practical sense, of reason, and also of tolerance” during the mid 19th 
century silenced the latter side of English art.  
Many of the studies on Britishness or Englishness, like many other national 
identities, accept the notion that nation and national identity is “predicated upon a 
collection of mediated memories and ‘inventions of tradition’”. 39   The idea of 
national identity as a creation or construction is largely based on the theories of 
Benedict Anderson and Eric Hobsbawm. In Imagined Communities: The reflections 
on the Origin and Spread of Nationalism published in 1983, Benedict Anderson 
defines a nation as ‘an imagined political community’ and emphasizes the 
significance of systems of cultural representations – system of language, education 
and mass communication – to the processes through which people come to imagine 
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that they have a shared identity as members of a national community.40 More useful 
for and specific about Englishness is Eric Hobsbawm’s influential book, The 
Invention of Tradition, published at the same year as Imagined Communities. In his 
introduction, Hobsbawm affirms that “Traditions which appear or claim to be old are 
often quite recent in origin and sometimes invented’. He clarifies that ‘invented 
tradition’ is “to mean a set of practices, normally governed by accepted rules and of a 
ritual or symbolic nature, which seek to inculcate certain values and norms of 
behaviour by repetition, which automatically implied continuity with the past.”41  
Rituals, symbols and visual imagery are the key elements for the 
understanding of the process of ‘invented tradition’ and ‘the most potent and durable 
aspects of nationalism’ as they are ‘most visible and distinct to people’.42 In her 
introduction of the discourse surrounding nation and representation, Jessica Evans 
highlights the tangibility and powerful symbolism that ‘exhibitionary forms’ such as 
museums, expositions, and tourism evoke in the creation and identification of 
national identity.43 Using the example of the red telephone boxes, she illuminates 
that objects or images obtain powerful and symbolic meanings by materializing 
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abstract ideas into something easily memorable and tangible and by being 
historicized quickly and systematically.44 The use of such symbols of Englishness 
and Britishness characterises the overseas exhibitions of the CoID in the latter part of 
this study during 1960s.    
In British Design: Image and Identity, Frederique Huygen states that the 
aim of her book on British design identity is “to examine the question of what makes 
designing in Britain stand out. Just what is it that makes British design so different, 
so appealing? … Are there particular characteristics common to British design, and if 
so, which socio-cultural backgrounds can claim them?” 45  Huygen employs the 
didactic approach to the subject by looking at British design in fluid modern and 
contemporary sense counting the developments in British design and design 
profession until late 1980s when the book was written and published as well as in 
historical context of British design, with particular emphasis on long tradition which 
she defines as “craft tradition, the heavily social and moral slant that began with 
Morris, and a practical down-to-earth approach.”46 Huygen’s conclusion that British 
identity in design is paradoxical as are other cultural elements echoes Pevsner’s view 
on English art discussed earlier in this chapter: 
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On one hand there is the insularity of a Britain repelling foreign 
influence; on the other, the presence of a remarkable number of 
foreign designers who have made a considerable impression on British 
design, … British design is useful and factual, but romantic (the craft 
tradition) and decorative too; there is personal expression and 
pragmatic compromise; individualism and conformism; but it is also 
nonextreme and at the same time very much extreme.47  
  
Aileen Ribeiro recognizes this in her article about Englishness in dress: 
 
In a complex, multicultural and increasingly international society, 
trying to define Englishness in terms of dress takes on the character of 
a hopeless quest, unless we begin to accept that images of Englishness 
are not mutually exclusive, hostile or contradictory, but 
complementary.48 
 
Bearing in mind the multi faceted nature of national identity, this thesis 
addresses the conflicting or complementing elements of Englishness or Britishness 
and especially underlines the juxtaposition of the traditional and the modern, 
apparent throughout the practice of the CoID’s overseas exhibitions. Jonathan 
Woodham points out that during 1920s and 1930s, the British, whose tastes were 
deeply rooted in tradition, rarely embraced the modernism in a European sense: 
 
design which fully endorsed an uncompromisingly modern aesthetic 
was never widely accepted in a country where the lure of the past, 
heritage, and Empire found much more visible expression in the 
widespread mock-Tudor architecture and the interiors of the 
burgeoning suburbs than the sleek modernism of housing for the more 
                                                 
47
 Huygen, British Design: Image and Identity. 29. 
48
 Aileen Ribeiro, "On Englishness in Dress," The Englishness of English Dress, eds. Christopher 
Breward, Becky Conekin and Caroline Cox (Oxford: Berg, 2002). 24-25. 
 45 
wealthy.49 
 
The clichés of ‘Olde England’ based on tradition with a long history occupy 
the primary place in the formation of British national identity during the interwar 
period.  Many scholars observe that, between the two World Wars, British society 
became increasing inward looking economically and culturally alike and that 
quintessentially English virtues “romantically attached to tradition, to the 
‘unchanging beauty’ of the English countryside” were projected as the true English 
identity. 50  Woodham underscores the weight of ‘retrospection and ruralism’ in 
British design identity during the interwar years, with particular emphasis on the 
representation of English identity in international exhibitions: ‘the conservative, 
historicizing tastes of the British consumers’ prevalent in the British Empire 
Exhibition held at Wembley in 1924-5 and many other national exhibitions. He also 
highlights leisure and recreation, a reoccurring theme in the British displays, 
especially English country weekend featured at the Paris International Exhibition in 
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1937, endorsed the idea that the real England only could be found in the 
countryside.51 In the 1937 exhibition catalogue, Christopher Hussey demonstrates 
this perfectly: 
 
Though circumstances may compel him to live and work in cities, the 
Englishman is still in most cases a countryman at heart to the extent of 
preferring to take his pleasure in the country. 
 
When he can afford it, he has his own weekend cottage, his ideal 
being a picturesque old yeoman’s dwelling with an old-fashioned 
garden. There he can, for two days a week, indulge the romantic 
dream that he is a country gentleman and be refreshed by the complete 
contrast to his everyday life.52 
 
In relation to how British identity in design was promoted through overseas 
exhibitions, Woodham argues that there were two different ‘standpoints’, one being 
the ‘good design’ ideal of the CoID and the other being notions of historic heritage, 
teamed with ‘British inventiveness and scientific achievements’.53 British Weeks, 
which will be discussed in Chapter 4, is a typical exercise of the latter idea.  
Whilst recognizing that these two trends were in evidence throughout the 
overseas exhibitions organized by the CoID, this thesis attempts to reveal that the 
CoID’s modern, good design ideal was not so rigidly modern and that a mix with 
tradition can be observed in the exhibits, exhibition display, organisation practice, 
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and rhetoric of overseas exhibitions. A particular emphasis on the ‘Britishness’ of 
British modern design was evident in the CoID’s rhetoric and this particular 
Britishness is found at the cusp of tradition, modernity and innovation: tradition was 
seen as a platform for the future; in Cheryl Buckley’s words “to go modern, but 
remain British.”54 Through investigation of the design objects preferred by the CoID, 
the thesis explores issues about what is a distinctively British tradition in design and 
how this marriage of tradition and modernity is visualized in design. It also discusses 
to what extent British national identities are inherited in designed artefacts and their 
stylistic characters or embedded in process of presentation of the collective objects, 
when is accompanied by nationalistic symbols. This is the mix that compromises the 
CoID’s overseas exhibitions.  
       
(3) Exhibition Studies 
Studies of exhibitions have proliferated since the late 1980s. A Foucauldian 
approach, that is, defining a collection of objects as an embodiment of knowledge 
related with power, has been adopted in much museology research and international 
exhibition studies. Ways of choosing and displaying certain objects are interpreted as 
cultivation of certain ideologies and identities.55 Some writings, in particular, reveal 
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how design carries certain messages often ideological, political and national, through 
the medium of exhibition.56 
       In terms of reading of international exhibitions, most of scholars agree that the 
Great Exhibition held in Hyde Park, London in 1851 set the exemplary practice for 
the following exhibitions during the later part of the 19th century and the early half of 
the 20th century. Louise Purbrick confirms: 
 
Thus, the Great Exhibition was extraordinary and, as such, has been 
recorded within a traditionally elite historical canon of events 
comprising exceptional moments and great achievements. This 
Exhibition, and those that followed its international and industrial 
format, feature within established historical frameworks which trace 
the development of national and modern life.57 
  
International exhibitions are interpreted as “a liberal dream of international politics 
being based in commercial relationships, in friendly exchanges” 58 , “imperial 
propaganda combined entertainment, education, and trade fair on a spectacular 
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scale”59 , a space of ‘spectacle and surveillance’ 60 , and a spectacular display of 
commodity.61  
Museological studies draw attention to construction of meanings of objects 
through their exhibition and the spaces of exhibition as well as intentions behind 
their creation. Charles Saumarez Smith asserts that the meanings of artefacts and 
their transmission to the audience are “susceptible to a multiform construction of 
meaning which is dependent on the design, the context of other objects, the visual 
and historical representation, the whole environment”.62 Exhibitions are considered 
‘a kind of public and secular rituals’ to assert and disseminate the collective 
knowledge and power.63 As Peter Vergo points out, the selection of objects for an 
exhibition is purposeful to convey stories and narratives of an exhibition: 
 
objects are brought together not simply for the sake of their physical 
manifestation or juxtaposition, but because they are part of a story one 
is trying to tell. The ‘context’ of the exhibition confers upon them a 
‘meaning’ beyond any significance they may already possess as 
cultural artefacts or objects of aesthetic contemplation. Through being 
incorporated into an exhibition, they became not merely work of art or 
tokens of a certain culture or society, but elements of a narrative, 
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forming part of a thread of discourse which is itself one element in a 
more complex web of meanings.64 
  
Several aspects of these museological studies of international exhibitions are 
useful for this thesis, especially the debates around objects in exhibitionary contexts 
and the relationship between exhibitionary forms, ideology and identity. Above all, it 
is the most useful for this research of overseas exhibitions by the CoID that Karp and 
Lavine’s method of looking at the exhibition as the ‘contested terrain’ struggling 
over control of the means of representations as well as the objects to be represented: 
 
exhibition as a field in which the intentions of the object’s producer, 
the exhibitor’s arrangement and display of the objects, and the 
assumptions the museum goer bring to the exhibit all come into play. 
… any exhibition experience is the end product of the mixing of 
different capacities and effects. The actors involved in the process 
bring to the making and experiencing of exhibitions different abilities, 
assumptions, desires and interests. What each derives from the 
exhibition, in the end, is surely not entirely what he or she intended.65  
 
The selection of case studies in this thesis is made in the theoretical frame of 
the Foucauldian analysis of exhibitions as the display of knowledge and power and 
Karp and Lavine’s interpretation of exhibition as the ‘contested’ space. In this frame, 
the examination of overseas exhibitions not only confirms the knowledge and 
conviction of the CoID in good/ modern design and design promotion, but also 
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reveals conflicting ideologies and interests of the different individuals and 
institutions involved in the organisation of overseas exhibitions.   
This research deals with the exhibitions of designed products, that is, 
ubiquitous and commercially available things. Putting these objects into display 
cases and conceptualising them in a narrative has some effects upon what meaning 
they carry, how the visitors perceive these objects in the particular moment that they 
encounter them at the exhibitions and, furthermore, about how this encounter 
between visitors and exhibits would work towards the purchase of them as products. 
This is irrelevant to museum exhibitions because the objects selected for the display 
have already achieved the required level of authority and value. The commerciality 
of objects displayed is one of vital aspects of the exhibitions (including trade fairs 
and commercial exhibitions) dealt with in this thesis. What were the purposes and 
functions of the exhibitions? Were they purely commercial adventures or did they 
also fulfil other cultural and national purposes? What makes these exhibitions 
different from the display of products in department stores or shops? 
  
3.  Methodology 
This research is based on traditional archival research but also adopts a case 
study method; it not only surveys the CoID’s overseas exhibitions but also offers a 
detailed investigation of particular cases. As mentioned earlier, my selection of 
exhibitions as suitable case studies is based on their significance in the CoID’s 
activities and the availability of primary materials in Britain. Although the reaction 
from the host countries to British exhibitions and exhibits should not be ignored, the 
 52 
focus of this thesis initially lies in the intentions of the CoID in organising overseas 
exhibitions. Thematic exhibitions were organised as special events and considered 
more cultural than commercial. The other kinds of exhibitions, that is, trade fairs, 
retail store exhibitions, and British Weeks were regarded as primarily commercial 
events. The case studies are grouped and divided in chronological order as well as 
according to the natures of exhibitions, that is, cultural, commercial and political, 
although they are often overlapped. They are also arranged in relation to a theoretical 
frame regarding the debates of the Modernism and Post-modernism in British design 
and culture. 
My thesis raises several methodological questions. Can exhibitions be 
reconstructed? What do documents reveal? What is the relationship between image/ 
text/ object? This thesis attempts to reconstruct an exhibition through cross reading 
texts and images. Texts, such as correspondence, proposals, catalogues and 
brochures, provide rich narratives for organisation of exhibitions. Images, such as 
photographs taken from exhibitions and images of exhibits, supply visual reference 
for the narratives and help to imagine looks, styles and atmospheres of exhibitions. 
Because many photographs are in black and white, the lack of colour has to be 
compensated by the verbal descriptions of displays and objects and by images of 
objects reproduced in colour.  
        The Main narrative of this thesis concerns the organisational processes of 
planning and executing exhibitions. My study focuses upon the development of a 
state policy of exhibiting ‘good’ design abroad. This policy was continually 
contested and often partially implemented, shaped by the relationships between 
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different government and non-governmental organisations. Of course, individuals 
and their particular perspectives on design and politics played a part. Biographical 
information about the individuals that appear within this narrative is provided in 
footnotes in order to give some personal context and political motivation for the 
operation of organisations.  
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Chapter 2. Mediation: The emerging pattern for the exhibition 
policy and practice of the British government and the Council 
of Industrial Design during late 1940s and 1950s 
 
 
In an article from the Board of Trade Journal of March 1945, S. C. Leslie, 
the Director of the Council of Industrial Design, stressed the importance of design in 
the development of the British economy, domestic and export trade alike.66 As to the 
role of design in export market he wrote:      
                                                             
the problem of design would be a serious one for Britain. Before the 
war there were signs that in a number of industries we were failing to 
keep pace with developments abroad. Those signs were apparent not 
only in export markets, where foreigners only too often bought the 
products of other countries, but at home too, where the British public 
was showing an uncomfortable interest in imported articles of certain 
kinds. Even this is not the whole story, for the important share of 
export markets which Britain still retained was in large part dependent 
upon a sentimental preference for antique and traditional styles – not 
very encouraging state of affairs for a country which had long enjoyed 
pre-eminence in sheer technical efficiency over a very wide range of 
goods.67 
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This article pointed to two important issues about the British design, which 
are especially relevant to the exhibition projects of the CoID: firstly, the need to 
improve the design standard of British products and the conviction that design played 
a vital role in the improvement of competitiveness of British products in international 
markets; secondly, he made an urgent call for modernising dominantly traditional 
images of British design. These were the problems that the CoID constantly tried to 
resolve through the overseas exhibitions.   
  As Paddy Maguire notes in his 1991 Journal of Design History article, the 
potential contributions of government bodies and their projects towards the 
improvement of the export trade were clearly evident during the post-war recovery 
period.68 The emphasis on the decisive role of design within the national economy 
and export trade, through the raising of the standard of design in general and the 
development of modern British products, was considered as a strategy to be used by 
the CoID to justify its existence under the Board of Trade. This was already shown 
quite clearly at the preliminary meeting of the CoID held in December 1944, through 
this comment: “the Council was particularly concerned with the improvement of 
design in relation to exports. This relationship was right in view of the Council’s 
connection with the Board of Trade.”69 Gordon Russell’s recollection of the negative 
moods towards setting up the Council, prevalent amongst government officials 
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suggests that the economic benefits from the Council’s activities should have been 
pivotal for its survival.70 He recalls: 
 
There was only a small group which thought a Council of Industrial 
Design a good idea, the majority regarding it as a waste of money. It is 
useful today to remember that at that time no country in the world had 
set up such a body and backed it with an adequate government grants. 
There were people in the Treasury and the Board of Trade who argued 
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that public money ought not to be spent on such a project.71 
 
Russell’s apprehension was not exaggerated. Jonathan Woodham notes that the issue 
of supporting the CoID was raised again in 1953: “I think we should remember that 
what is called good design can at best affect only a small part of our export trade… 
All this is not an argument for spending nothing on design but an argument for not 
spending too much.”72 This ‘uneasy financial and ideological relationship’ between 
the CoID and the British government continued more or less throughout the 
following decades until the early 1990s.73  
As an organisation whose income was paid by the Board of Trade, the CoID 
had to prove that its activities provided financial benefits to British industry and 
more importantly contributed to the improvement of export trade. In its first annual 
report of 1945, five main functions of the CoID were declared and one of them was 
the organisation of ‘a national display of well designed goods by holding or 
participating in exhibitions’ in order to publicize good design.74 As well as these 
exhibitions being directly targeted at British industry and the public, they were 
indirectly expected to attract overseas visitors and buyers to well-designed British 
modern products. As discussed earlier in Chapter 1, what constitutes ‘good’ design is 
not necessarily intrinsic to the object and the CoID’s definition of good design and 
selection of exemplary products is the subject of scrutiny in this thesis.   
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As to exhibitions held in overseas countries, the CoID was expected “to 
advise, at the request of government departments and other public bodies, on the 
design of articles to be purchased by them, and to approve the selection of articles to 
be shown in United Kingdom Pavilion in international exhibitions and in official 
displays in other exhibitions.” 75  This declaration clearly suggests that at the 
beginning of its foundation, the CoID, whatever its role was, did not have its own 
capacity to control the organization of overseas exhibitions and only to assist 
according to other government departments’ requirements. Because of this 
organisational deficit, the CoID had to constantly negotiate its intent to showcase the 
best British modern design through laborious discussions amongst governmental 
departments, such as the Board of Trade, the Foreign Office, the British Council, and 
the Central Office of Information. Three case studies later in this chapter will 
demonstrate this in detail.   
Britain’s status as the largest exporter in the world had already been 
replaced by the growing economy of the United States of America after the First 
World War. For Britain, export was critical for her economic survival set against the 
United States of America with its huge domestic market as a backup.76 After the 
Second World War, the level of Britain’s economic dependence on the U.S.A. 
escalated and the massive dollar shortage heightened her economic vulnerability 
when set against her closest ally. Politically, the status as a first class world power 
that Britain had enjoyed during the past several centuries was no longer a reality and 
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the axis of balancing political power moved immediately after the end of the Second 
World War towards the struggles between the U. S.A. and the Soviet Union.77  
It is within this context that the British government overseas exhibition 
policy and particularly the CoID’s overseas exhibition policy are to be reviewed. 
This chapter will examine the issues and debates generated by government 
departments about the value of overseas events, such as international exhibitions and 
trade fairs, in the late 1940s and early 1950s. The CoID’s own exhibition policy will 
be reviewed in connection with related governmental policy. Three exhibitions 
studied in this chapter are ‘Modern UK’ held in Amsterdam, the Netherlands in 
1949, ‘Design from Britain’ held in Oslo, Norway in 1952 and ‘Design from Britain’ 
held in Washington D.C. in 1953. These case studies will reveal how the policy was 
developed in reality and the difficulties and limitations the CoID encountered during 
the organisation and practice of exhibitions. Firstly, this chapter aims to reveal that 
the design and exhibition policy of the CoID regarding overseas exhibitions was 
mediated through several government organisations, occasionally with contradicting 
interests, and, therefore, the original intentions of the CoID were often transformed 
through the complex organisational processes. Secondly, the analysis of three 
exhibitions leads to discussion surrounding the CoID’s ideals of British modern 
design and good design and its promotion and projection of this through exhibition 
practice.  
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1. Exhibition Policy: Government departments 
Prior to the Second World War, the British government acknowledged the 
important roles of international exhibitions in the political and economic promotion 
of the British status and established, in 1908, the Exhibitions Branch within the 
Department of Overseas Trade at the Board of Trade, with a special responsibility for 
overseas international exhibitions. After the First World War, the Department of 
Overseas Trade continued the dealing with exhibitions with assistances from the 
British Institute of Industrial Art from 1920 and the Council for Art and Industry 
from 1934. 78 The CAI’s Committee on Presentation and Display, chaired by Frank 
Pick, produced a report on the contemporary status of display in commercial contexts 
in 1938. In this report, display was divided into two categories: first being display for 
propaganda often representing modern themes and ‘national self-consciousness’ and 
second display for selling purposes with commercial interests.79 The same categories 
appear to be used in the discussion of international exhibitions among the British 
officials after the Second World War.  
In 1946, a report surveying the role of exhibitions and fairs in the 
improvement of the export trade and recommendations for future government policy 
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and plans for exhibitions policy, both at home and abroad, was submitted to the 
Board of Trade.80 Its recommendation concerning general exhibition policy at home 
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and abroad emphasized the effective use of exhibitions in making a vital contribution 
towards ‘the promotion of export trade’.81  
The first section of the report was allocated to the role of the British 
Industries Fair. This was organised by the Department of Overseas Trade at the 
Board of Trade from 1915 and held annually in London and Birmingham. It was a 
purely British show for all British industries.82 The report suggested that the British 
Industries Fair should restart as an annual national trade fair with the ultimate 
purpose of promoting British trade in general and export trade in particular and the 
British government should bear the financial burden of building a permanent central 
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venue.83  In this report, the Committee defined a trade fair as “a direct method of 
promoting exports. Its primary purpose should be the renewal of old contacts with 
overseas customers and the fostering of new ones.” 84 Therefore, long-term financial 
benefits were considered more important than immediate sales results from trade 
fairs.  
Secondly, the report dealt with the usefulness of large scale international 
exhibitions and concluded that the government should make every effort to limit the 
frequency of exhibitions that were not clearly connected with the sale of United 
Kingdom goods overseas. The report stressed that the growing number of 
international exhibitions and the call for participation of the British government 
created significant economic and political burdens, especially when the potential 
benefits from the participation were not going to be measured against the 
expenditure. The members of the committee were concerned that the British 
government and indeed any governmental organisations should distance themselves 
from such circumstances. The report suggested that, on the other hand, ‘a 
comprehensive display of British culture, science, films and tourist appeal’ could 
have an indirect impact on overseas trade and be more effective than a British 
government pavilion in international exhibitions.85 It is noteworthy that this kind of 
cultural propaganda was well in line with the activities of the BBC’s External 
Services and the British Council in order to earn hearts and minds of colonial 
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subjects and the European public during the war period. 86  This idea of a 
comprehensive display of British way of life was incorporated in the major 
regeneration of the British Weeks held many different foreign cities during the 
1960s, which will be discussed in Chapter 4.  
This comment reflected the British government’s apprehension about the 
cost effectiveness and response towards the changing nature of international 
exhibitions. As Kenneth Luckhurst pointed out in his book, The Story of Exhibitions 
in 1951, scales and costs of international exhibitions since the Great Exhibition in 
1851 were increased significantly during the later part of 19th Century and the early 
20th Century. 87  The statistics of international exhibitions from 1851 to 1939 shown 
in Luckhurst’s book proves that the most of the events were loss-making businesses. 
His evaluation of large international exhibitions as being costly and ineffective 
practice, ‘outgrown its usefulness’, seems to be shared by the British government. 
The focus of international exhibitions was also shifted from the stimulation of trade 
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by displaying various kinds of involvement with exhibitions by a state and the 
erection of national pavilions.88 Several significant international exhibitions in the 
second half of 20th Century, such as the Brussels Expo in 1958, the Montreal Expo in 
1967, and the Osaka Expo in 1970 produced spectacular displays of modernity, 
technology and national pride and status. The 1946 report recognised the growing 
prominence of a national pavilion in international exhibitions and the surging cost for 
the installation of it, all of which was considered to have little impact on the increase 
of trades.  
The third section of the 1946 report dealt with the issue of international 
trade fairs. The stance of the committee was clear: leave them to relevant industries 
with interests. The report stated:    
 
as a general rule, organising official national exhibits is out of place at 
these events. Better trade fairs in specified product lines, political and 
diplomatic pressure to participate in more fairs than to be needed. 
Industry should be left to decide for itself whether and to what extent 
it will participate in international trade fairs. The initiative for 
planning any exhibitions aimed at a selected market or group of 
markets, and whether organised on a touring basis or as a static display, 
should in general come from industry.89 
  
The government’s cautious approach over spending public funding on such events 
was only natural during this period when primary post-war reconstruction 
programmes were urgent and the Labour government’s fundamental social 
reformation programme had to be envisaged and delivered as promised. The risk of 
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public failure or of disappointing performances at such international exhibitions 
raised the chance of causing huge embarrassment over government spending policy 
and there was a concern that this could lead to resentment from the public against 
valueless expenditure at unrewarding venues. This apprehensive mood is well shown 
in the report: 
 
To justify the heavy expenditure of money and the large allocation of 
labour necessary to make an international exhibition a success, it is 
essential that in the meanwhile there must have been adequate 
progress made in the provision of dwelling houses, schools and other 
public institutions already promised, and in addition, sufficient 
industrial buildings of all classes provided to enable industry to 
function efficiently.90 
 
As to the British governmental structure for the organisation of overseas 
exhibitions, the Board of Trade and the Foreign Office played the major role in the 
process of gathering and disseminating information on future exhibitions and fairs. 
The general instructions for foreign services revised by the Board of Trade in 1954 
detailed the standard processes to be taken for organising overseas exhibitions and 
trade fairs. The Commercial Relations and Export Department in the Board of Trade 
dealt with enquiries about exhibitions and trade fairs from individual industries or 
companies. Information about any forthcoming exhibitions in foreign countries was 
collected and forwarded by Consular Officers in each country and distributed to 
British industry through the Board of Trade Journal and the Special Register 
Service. The rationale for each event was to be notified by this publication but the 
decision on participation in exhibitions or trade fairs was entirely left to each 
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particular industry or company to decide for themselves, which was the official 
British government policy towards international trade fairs. In case of official 
government participation for exhibitions of commercial nature, the Exhibition 
Advisory Committee of the Commercial Relations and Export Department of the 
Board of Trade gave advice on the desirability of participation on the ground of 
economical benefits gained from it. Official UK participation in trade fairs normally 
took the form of an official trade enquiry stand depending on potential prospects for 
export trade promotion in chosen countries. ‘Infrequent’ but ‘effective’ participation 
was aimed at.91   
Invitations for British government participation in international exhibitions 
that were not primarily commercial but prestigious were to be made through British 
diplomatic channels. 92  The Foreign Office discussed the merits of official 
government involvement and the practicality of organising displays with various 
ministries, such as the Board of Trade, the British Council, and Central Office of 
Information93 and decided which exhibitions to support.  
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As seen in the organisational process, the nature of international exhibitions 
or exhibitions overseas, can be broadly divided into two categories, that is, 
‘commercial’ and ‘prestige and cultural’ exhibitions. Deciding the character of an 
exhibition, either prestigious or commercial, however, could be somewhat arbitrary. 
The fundamental difference between these two categories of exhibitions lay in the 
issue of whether goods were sold during the show or not.  Products as well as 
services were sold at trade fairs to buyers in industry. Exhibitions aiming to sell 
directly to the public were also included in the commercial category. On the other 
hand, exhibitions where goods were not sold fell into the category of ‘prestigious and 
cultural’ exhibitions, when not so much the actual commercial gains as political or 
cultural benefits were anticipated. 
The existence of these categories opened up the debates in 1954 between the 
Board of Trade and the Foreign Office over who should organise and pay for such 
events. 94  The stance of the Board of Trade over involvement in prestigious 
exhibitions was clearly to avoid taking responsibility for exhibitions of political 
grounds, given the fact that the Exhibition Vote of the Board of Trade was allocated 
only to expenditure on export promotion. As mentioned earlier, even trade fairs 
supposedly of a commercial nature were perceived as unsuitable for official 
participation and it was explicitly suggested that interested industry should be placed 
in charge of these events.  
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This perspective of the Board of Trade was partly shared but mostly 
criticised by the Foreign Office. The Foreign Office was sympathetic towards the 
Board of Trade’s fears about creating an economical burden for itself but was 
certainly not content with the way in which the Board of Trade dismissed the 
political usefulness of exhibitions. The Foreign Office argued that any exhibition 
could not be of only political and prestigious nature without commercial benefits. In 
a confidential note inside the Foreign Office, J. E. Galsworthy asserted: 
 
A good case can be made out for a review of our policy towards 
international trade fairs, which frequently give rise to arguments about 
who should pay for exhibitions which the Board of Trade, rightly or 
wrongly, regard as serving political rather than export promotion 
purposes. … Further, although it is doubtful whether one can ever 
disentangle prestige considerations from commercial factors, there is a 
good deal to be said for arrangements which would enable the Foreign 
Office to make a financial contribution towards the expense of 
exhibitions which we consider to be of primary political importance.95 
 
The Board of Trade and the Foreign Office had different approaches about 
the role of government in promotion of British industry in overseas international 
trade fairs. The Board of Trade’s opinion is well demonstrated in a correspondence 
between the Board of Trade and the Foreign Office:  
 
 we should not engage in the organisation of British commercial 
pavilions. Formerly trade fairs were generally organised on an 
industrial basis, … But recently there has been a growing tendency for 
fair organisers to divide their space on a national basis and to insist 
that each nation must organise a pavilion of its own… Incidentally, we 
dislike this “national pavilion” method of organisation because it is 
not commercial practice and it tends to lead to considerations of 
                                                 
95
 FO 371/110138 Confidential document written by J. E. Galsworthy, 8 November 1958. 
 70 
prestige intruding into what would be the business of selling goods. 
This suits the Communists countries admirably. 96 
 
It is noteworthy that the Board of Trade wanted to distance commercial 
consideration of trade fairs from anything to do with political propaganda and 
insisted that the rule of supply and demand should be applied to the organisation of 
trade fairs and industries. 
The Foreign Office’s response to this was in favour of government support 
for national pavilions if necessary. Galsworthy stated that “It is surely a very proper 
function of government to provide the leadership and the overall facility in the form 
of a national roof or pavilion for trade promotion in overseas markets which are vital 
commercially and politically …”.97 It was believed that industry should be ‘coaxed, 
helped, and at times pushed’ by the government to join in exhibitions and fairs that 
were taking places in areas where the market for British goods did not yet exist but 
where there would be commercial potential. This idea of government as guardian of 
industry towards challenging or unknown areas clearly contradicts the Board of 
Trade’s principle that participation in a trade fair or an exhibition should spring from 
the desire of industry to be present.  
To summarise, the overall government policy of exhibitions, and in 
particular that of overseas exhibitions: the British government, in principle, 
supported organising and participating in exhibitions, national or international, 
depending on the potential financial and economical benefits. In terms of national 
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trade fairs, the British Industries Fair had an official approval for a major national 
trade fair in order to promote British trade. The British government’s reserved 
enthusiasm was apparent in dealing with international exhibitions and international 
trade fairs. International trade fairs were seen as a risk for official government 
participation and public spending and, therefore, left at the hands of free market 
principle, that is, if interested industries wanted to organised or participate in trade 
fairs, it would have to be done by them.  In terms of governmental structure for 
operation of overseas exhibitions, the Board of Trade was in charge of exhibitions of 
a commercial nature and the Foreign Office was responsible for exhibitions defined 
as prestigious and cultural. This division became a source of many further disputes 
between these two ministries over financial support.  
 
2. Exhibition Policy: The CoID 
While government departments were concerned with exhibitions, it was also 
one of the critical roles of the CoID to hold exhibitions showing good design at home 
and abroad.98 Since the beginning of its foundation, the CoID planned to organise 
exhibitions in order to enhance the public profile of its activities related to design on 
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the British soil. In addition to much publicised large scale exhibitions such as 
‘Britain Can Make It’ in 1946 and the ‘Festival of Britain’ in 1951, small travelling 
exhibitions of its own or a section participating in other exhibitions, such as ‘Ideal 
Home’, were considered in order to enlighten industries and the public about notions 
of ‘good design’ and what design centres could do.  
At the fifth meeting of the CoID on 8th June 1945, two kinds of exhibitions 
were improvised: one targeting directly a particular industry by displaying design 
problems and solutions and promoting the idea of Design Centres, the other 
approaching the public with effective but cheap displays including small 
instructional travelling shows for circulation to schools and institutes through the 
existing distribution channels such as the Council for the Encouragement of Music 
and Arts (CEMA) 99  and the Design and Industries Association (DIA) 100 . For 
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example, the Schools Circulating Design Collection, which was put together by the 
London County Council from 1951 to 1976, was utilized to educate the young, the 
future customers, about the properties and values of good design.101 Design Folios, 
monthly series of pictorial essays on design appreciation were circulated for teaching 
in the one thousand and four hundred schools that subscribed to the service.102 Since 
September 1947, Box Exhibitions, six sets of miniature exhibitions were in use as a 
small travelling exhibitions of the design and manufacturers of furnishing fabrics, 
shown in schools, colleges, and retailer’s staff training.103  
In 1947, a ‘Design Week’ was held in Newcastle-upon-Tyne mainly 
targeting manufacturers and retailers. 104  Between 1948 and 1950, eight Design 
Weeks were held in major regional cities (Cardiff, Manchester, Birmingham, Stoke-
on-Trent, Nottingham, Bristol, Southampton and Bradford)105 in order to promote the 
good design message to the northern population. 106  Design Fair, the CoID’s 
travelling exhibition was the main feature of Design Weeks, in which other events 
such as Housewives’ Forums, Students’ Forums, Civic luncheons, special exhibitions 
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and shop window displays from local authorities and retail stores were included.  The 
CoID’s furnished room displays shown in the ‘Ideal Home’ in 1949 travelled to  
Browns of Chester107 and the CoID’s furnished room displays for the Utility House 
at the ‘Ideal Home’ shown in 1950 toured around regional department stores 
including George M. Brown at Newcastle and Hammonds at Hull.108   
The CoID saw retailers and distributors as middlemen of manufacturers and 
customers, therefore, educating them with the merits of good modern design and 
persuading them to stock new products was a logical step for the CoID to take for the 
promotion of their good design values: 
 
The Council considered that its approach to the retail trade is one of 
the most promising and profitable activities. If shop can be persuaded 
in stock better designed goods, the public will be able to make 
sounder judgements on quality and manufacturers will feel the 
pressure for higher standards.109  
  
For this purpose, two conferences were held for retailers and retail staff trainers in 
1949 with “a full, two-day programme comprising lectures, workshops, discussion, a 
quiz, and films which were all design content driven and included a talk delivered by 
Gordon Russell, Director of the CoID, entitled ‘What we mean by Good Design’”.110 
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The purpose of these small and travelling exhibitions was to educate the 
public as well as manufacturers and retailers about the importance of good design in 
industry and everyday life. This educational intention was hardly new and found in 
the long term British government intervention in good design and its role in national 
economy. In the middle of nineteenth century, design reform was discussed amongst 
the British political figures who were concerned about what they perceived as a low 
standard of British taste and the manufacturing goods and the impact of foreign 
competition. Sir Robert Peel’s speech in the House of Common in 1832, Mr Ewart’s 
Select Committee on ‘The Arts and their connection with manufacturers’ in 1835, 
and Henry Cole’s Journal of Design and Manufacture published from 1849 to 1852 
resulted in the foundation of design schools, museums and exhibitions in order to 
serve the purpose of educating the British public and the industry alike about the 
good taste learnt from the study of art and the improvement of design standard 
manufactured products.111 This perception remained much the same in 1950s.  
The educational purpose of post World War II exhibitions, however, raised 
concerns from some members of the CoID’s committee as to the relationship 
between institutional bodies and industries. Sir Kenneth Clark spoke in the CoID 
meeting on 8th June 1945: 
 
Industrialists would be critical of an exhibition even as large and 
elaborate as the Wallpaper Exhibition, particularly if it was known 
that it was being held only to educate them or to persuade them to set 
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up a Design Centre. Many of them would feel in the way that they 
could stage a very much better exhibition for themselves that anything 
the Council could provide for them.112 
 
To build up good relationships with industry was a pivotal means through 
which it was seen that the CoID could successfully develop its activities, especially 
its exhibitions.  However, it was thought that there might be a possibility of 
jeopardising this by antagonising industry through exhibitions designed to teach 
industry what to make and to show. The June 1945 meeting of the CoID concluded 
with a suggestion that exhibitions should be directed to the public rather than to 
industries and that to enhance public taste in design would eventually then force a 
change of attitudes in industry towards design. Whichever view the CoID took, 
however, it was evident that committee members all agreed that exhibitions could be 
educational and an effective tool through which to improve perceptions of design 
amongst the public and industry alike. This discussion led to the setting up of the 
Exhibition Committee in July 1945, to “supervise the Council’s programme of 
exhibitions of all kinds and to appoint the sub-committees which would select object 
to be exhibited and would co-ordinate their work”113.   
From 1945, the CoID developed its general exhibition policy in particular 
for home exhibitions and this was refined and reviewed through the experiences of 
holding the ‘Britain Can Make It’ exhibition in 1946 and the ‘Festival of Britain’ in 
1951. However, problems remained over defining its role and policy in terms of 
overseas exhibitions. Although the first Annual Report of the CoID defined its role in 
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overseas exhibition as that of ‘an adviser or an approver’ of international exhibitions 
or trade fairs held outside of British soil,114 it seems that this definition was confined 
only to the exhibitions and fairs in which the British government participated 
officially, for example, official exhibitions in the British Pavilion. As Gordon 
Russell, Director of the CoID, pointed out to a meeting of the Council’s Committee 
in 1952, organising and sending exhibitions abroad on its own had never been 
defined as an activity within the Council’s terms of reference.115 This means that the 
CoID never had control over the projection of British images abroad and that the 
CoID’s ideal promotion of British modern design was competing against and 
sometimes silenced by visions of other government bodies.  
Discussion about the overseas activities of the CoID in January 1949 
suggested that liaison and collaboration with other institutions or government 
organisations should be considered. Making the best of existing overseas resources, 
such as overseas representatives of British government departments and overseas 
buyers and buying house agents, in order to collect qualitative information about 
design trends outside of Britain, was seen to be solution for the CoID, an 
organisation without overseas representatives. To resolve this problem, collaboration 
with the British Export Trade Research Organisation and the Export Promotion 
Department of the Board of Trade was strengthened. For example, an arrangement 
was made for the CoID to receive comments from J. G. Lomax, who was an 
Overseas Officer of Commercial Minister at Buenos Aires.116 An article based on the 
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opinion of a Brazilian buyer called Mr. D. G. Coimbra was published in Design in 
1949. Unknown author, possibly Lomax, wrote that “By giving more attention to the 
market’s preferences in design, British manufacturers could expand their trade with 
Brazil. … there is scope for expansion of British exports, especially in view of the 
present shortage of US dollars”.117  The article also comments on the unsuitability of 
conservative and old-fashioned design prevalent in British products for Brazilian 
markets and on Brazilian requirements and taste in several consumer products in 
details.118 In an article about design for overseas trade, published in Design in 1949, 
John Waterer also agreed that intimate knowledge of the conditions and tastes of 
individual markets were a primary source to build on export trade.119 
Methods for the diffusion of news about British design abroad were 
discussed in the same year in order to maximise the CoID’s overseas publicity and it 
was agreed that the CoID would use the existing overseas press service of the Central 
Office of Information.120  Because the CoID’s overseas activities were conducted 
through links with other government organisations which had representatives abroad, 
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the CoID’s organisation of or participation in exhibitions sent abroad could be 
fulfilled through forms of collaboration with or subcontractor to other bodies, in most 
cases, such as the British Council and the Board of Trade. This consequently 
restricted the capacity of the CoID to put up overseas exhibitions.  
In summary, the role of the CoID in organising overseas exhibitions was 
limited from the beginning of its foundation and the CoID could work only as an 
adviser on design issues. Holding overseas exhibitions as well as gathering 
information abroad was beyond the capacity of the CoID and, therefore, it had to 
work with other government organisations. This lack of organisational power had an 
impact on every stage of the CoID’s overseas activities which resulted in 
occasionally compromising its principles and ideals of good modern British design. 
The following case studies will demonstrate the organisation processes of the 
overseas exhibitions and collaborations between the CoID and other organisations 
involved and highlight limitations that the CoID faced in their overseas projects.  
 
3. The Implementation of Exhibition Policy 
In this section, three exhibitions related with the CoID’s early overseas 
exhibition activities are chosen for further case studies. Firstly ‘Modern UK’, the 
international exhibition of industrial design, held in the Stedelijk Museum, 
Amsterdam, Netherlands, 1949 was the first overseas exhibition that the CoID was 
involved with. In terms of organisation process, it was the first collaboration between 
the CoID and the British Council, which reveals the different visions and priorities of 
two organisations. It is also a good example through which to demonstrate the 
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educative nature of display with the emphasis on the role industrial design and 
designer. The second exhibition to look into is ‘Design from Britain’ held in Oslo, 
Norway in 1952. The third is ‘Design from Britain’, a touring exhibition organised 
by the CoID and circulated by the Smithsonian Institution in Washington D.C., USA, 
1953.   
 
(1) ‘Modern UK’, Stedelijk Museum, Amsterdam, Netherlands, 1949 
The international exhibition of industrial design ‘Modern UK’ held in the 
Stedelijk Museum, Amsterdam in 1949 was the first overseas exhibition with which 
the Council of Industrial Design was involved. This initial exhibition raises an 
important issue about the status and role of the CoID in organising overseas 
exhibitions and its cooperation and coordination with other bodies involved, in 
particular, the British Council and selection of exhibitions, in the immediate post war 
period. The analysis of the list of exhibits and the photographs of the exhibition 
sheds lights on the CoID’s understanding of good design, the role of industrial design 
and designer and the appropriate means to display these ideas.  
The primary source for this research is a file from the National Archives 
(BW 45/12 International Exhibition of Industrial Design at Amsterdam, 1948-49) 
which comprises numerous letters from organisations involved with the exhibition, a 
couple of confidential reports, a list of exhibits and three photographs taken from the 
exhibition. In addition, two articles about the exhibition by Paul Reilly in Design in 
June 1949, provide details on sections of other participating countries as well as the 
British one.  
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British participation in the exhibition was initially proposed to the 
Amsterdam branch of the British Council by Jr. W. van Andringa de Kempenaer, a 
member of the Nederlandische Bond voor Kunst in Industrie (BKI: Dutch 
Association for Art in Industry), as a section for celebrating the 25th anniversary of 
this Dutch foundation.121  He had already contacted Gordon Russell, Director of the 
Council of Industrial Design, about this matter and was told that such plans should be 
‘PROPERLY’ arranged through the British Council. 122  This proposal was then 
delivered to R. E. J. Moore of the Export Promotion Department at the Board of 
Trade seeking the approval for financial aid. The Board of Trade supported 
participation in the exhibition in principal but refused to pay for it. The proposal was 
turned down due to what was seen as little prospect of ‘early commercial returns’ 
even though the participation in this exhibition was supported because of the long-
term trade opportunity with Holland, the importance of the promoters, and the offer 
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of the free space from the organiser.123 This rationale for the rejection of financial 
support by the Board of Trade confirms again that the policy of the Board of Trade 
on overseas exhibitions was primarily based on the need for immediate commercial 
success from such events.   
The proposal went back to the British Council who stated that they had no 
staff to organise such exhibition even though they might find funding. Mrs. 
Somerville124, the Head of Fine Arts Section of the British Council suggested that the 
Council of Industrial Design, whose director had already expressed a will to support 
the exhibition, would be able to do the actual administrative work of organising the 
selection and collection of exhibits.125 The final arrangements in preparation for the 
exhibition were made as follows: the Export Promotion Department of the Board of 
Trade gave only official support but no financial support; the Council of Industrial 
Design was placed in charge of all the official works in association with the British 
Council; a small budget of £150 was made by the British Council for insurance, 
packing and transportation.126    
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Significantly, the decision-making process described here demonstrates that 
the Council of Industrial Design was not an organisation in the position of initiating 
overseas exhibitions on behalf of the government.  From the archives of the 
Amsterdam exhibitions and most of the later exhibitions in foreign countries, it is 
evident that the CoID hardly ever initiated or proposed overseas exhibitions. The 
proposal for the exhibition from the Head of Fine Arts Section in the British Council 
stated this:  
 
The CoID, whose director, Mr. G. Russell is now a member of the 
Fine Arts Committee, are also anxious to assist the British Council in 
arranging for Britain to be represented in this exhibition. They pointed 
out, however, that their terms of reference preclude them from 
organising exhibition overseas, which they consider is more properly 
the province of the British Council.127  
 
The CoID may have expressed its support and willingness to participate in 
exhibitions overtly and may even have encouraged influential individuals or foreign 
organisations to propose overseas exhibitions, but officially it was in no position to 
propose overseas exhibition on its accounts, but acted more or less like an agency of 
other bodies.  
The first selection of exhibits was made by Willen Hendirk Gispen128, the 
President of the Bond voor Kunst en Industrie from Amsterdam, who visited London 
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for this purpose. He suggested that three complete sections from the exhibition 
‘Design at Work’ shown at Burlington House, opened on 26 October, 1948, should 
be included in the Dutch exhibition. ‘Design at Work’ (Fig 2.1 and Fig 2.2) was the 
first exhibition to exclusively feature the work of the Royal Designers for Industry 
and was organised by the CoID. The exhibition was regarded as an attempt to answer 
the question as to what defined a good industrial design, promoted by the CoID, 
through case histories illustrating the design process of a product and the 
collaboration of designer, manufacturer and technician in this process. 129  Three 
sections chosen included the design developing process for Keith Murray’s teapot, 
Wells Coates’s radio set and R. D. Russell’s school furniture. It is important to note 
here that the initial choice of exhibits was made by the Dutch side rather than by the 
British one, indicating that variation in choice of exhibits in the CoID’s overseas 
exhibition was dependent on the countries that hosted exhibitions.   
Gispen also suggested that a selection of other British products should be 
displayed in two additional ‘exceptionally well-made, architect-designed’ display 
cabinets.130   This particular request means that Gispen understood the effects of 
display materials and methods on the contents of exhibitions. The additional selected 
articles representing British industrial design were chosen at the meeting of the 
Selection Committee held on 1 February 1949. The Committee was comprised of Sir 
Charles Tennyson131, the Chairman of the CoID’s Exhibition Committee, Mr. D. D. 
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Stewart from the CoID, Mrs. L. Somerville, Sir Eric Maclagen from the British 
Council and Miss E. D. Kerkham from the Board of Trade. The additional categories 
selected were domestic equipments, packaging and plastics, travel goods, sports 
equipments and hand-tools. Interestingly, textiles were included only as decoration 
and drawing equipment was to be displayed only when space was allowed. Cutlery 
was dropped from the selection. The display space allocated to the British Section 
was in fact relatively small, 22 by 7 feet. Therefore, in case there was a shortage of 
exhibition space, Alec Heath, display designer and D.D. Stewart were given a free 
hand to make the final decisions on leaving out exhibits if necessary. 
Letters deposited at the National Archives about the selection of exhibits 
reveal conflicting ideas between the CoID and the British Council about what should 
be displayed. Reporting Gispen’s initial suggestion for the exhibits, Miss M. Rose, 
Officer for Crafts and Industrial Art of the British Council stated:  
 
I feel personally that his proposal is a good one and it lets us out of 
what might have been a rather difficult situation with the CoID as they 
have been making suggestions with which I do not think we could 
have agreed. I hope therefore that the idea may meet with your 
approval and the Committee’s support…132 
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Her letter to Bernard Leach, the leading British potter and the Director of 
the Leach Pottery, reveals stronger opposition to the CoID’s proposal of the 
exhibition.  
 
He (Gispen) stuck me as being a person with very good judgement 
and he was a great help in strengthening my point of view with the 
CoID. Thank you very much for sending your letter to them about the 
proposed travelling pottery exhibition and for the reference to my own 
activities. It seems to me quite shocking that they could contemplate 
anything so inadequate and I shall be interested to hear whether your 
protest has any effect.133  
 
 
Because no documentation about the CoID’s proposal exists, it is impossible to know 
what the CoID proposed for the exhibition. However it is evident that there were 
different ideas about directions and contents of the exhibition between the British 
Council and the Council of Industrial Design. What this reveals importantly is that 
the CoID was not in charge of the exhibition at all, and that its proposal about the 
content of the exhibition was rejected.   
The finalized categories of exhibits were packaging and plastics, electric 
appliances, textiles, typography, ceramics, sports as well as two sections titled as 
Design for Listening and Tradition in Design from ‘Design at Work’ exhibition. The 
exhibition stands were, as Gispen requested, designed by Milner Gray and produced 
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in co-operation with the Design Research Unit134, which also designed ‘Design at 
Work’ exhibition. The interior display was designed and displayed by Alec Heath.  
A photograph of the British Section (Fig 2.3) was shown on the cover page 
of Design in May 1949 and confirmed that the simple and clean design of display 
case were identical to the ones used for ‘Design at Work’ exhibition. The wooden 
display stands have square shelves to display products made of plastics and to show 
books and the typographies used. The emblem of the CoID, which Milner Gray also 
rendered, was used on the wooden panel above the Typography section. (Fig 2.2) 
The style and atmosphere of the display exudes industrial and modern qualities. The 
display also has distinctively informative and educational flare with help of the titles, 
the captions and the narratives of design process, which was well developed through 
propaganda exhibitions by the British governments during the Second World War. 
Milner Gray, designer of ‘Design at Work’ exhibition, was in charge of Exhibitions 
Branch at the Ministry of Information, founded in November 1940, and successfully 
developed ‘a sympathetic attitude and a narrative formula’ for war time 
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memorable symbols and badges such as the official emblem from the Queen’s Silver Jubilee in 1977. 
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propaganda.135 The exhibitions organised by the Ministry of Information during the 
Second World War, such as ‘London Pride’ exhibition in 1940 and ‘Poison Gas’ in 
1941 aimed to disseminate information to the British public and to persuade them to 
accept the British government’s propaganda. The priority of this kind of exhibition 
was to develop effective methods to convey messages, and exhibits themselves 
became subordinate to the stories being told. Whilst this method of display was 
effective for the projection of ideas, the scarcity of numbers shown and emphasis 
given to objects, brought a few negative comments about it as shown in a review of 
‘Design at Work’ in The Times. The reviewer wrote that “… so much more space is 
given to explanation and comment than to the actual exhibits: the beauties of one 
teapot, for example, are expounded with an expanse of montage which may prove 
rather distracting” but the reviewer agreed that, once all the ‘extreme’ measures of 
conveying a message were ‘endured’, the audience would be “rewarded in the end by 
some instructive illustrations of actual problems and processes”.136 
The display sections titled ‘Tradition in Design’ (Fig 2.1) and ‘Design for 
Listening’ (Fig 2. 2) illustrates a narrative of the role of a designer in development of 
a product by showing the different design stages through photographs, drawings, 
story panels, and products.  
The ‘Tradition in Design’ section featured Commonwealth pottery, designed 
by Keith Murray and manufactured by Wedgwood and Sons Ltd. in 1946. (Fig 2.4) 
The script from the exhibit list gave a brief of the design requirements and the 
problems that the designer had to tackle in the design development.  
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The designer was asked to evolve a new teapot – the Commonwealth 
teapot – which was to be for large scale production; suitable for export 
and general needs; inexpensive; serviceable; pleasing to the customer, 
and in the tradition of the design of the firm. The production problems 
– suitability for the casting process, ease of placing in the firing ovens 
etc. – were borne in mind throughout by the designer.137  
 
Keith Murray, trained as an architect after the First World War, started, in 
the late 1920s, developing glassware design inspired by old English glass and by 
modern continental glasses especially Swedish glassware. 138  From 1932, Murray 
designed for Stevens & Williams Ltd. simple, plain, and geometrically formed 
glassware decorated with simple cut motifs. (Fig 2.5) He strongly believed that form 
was more important than pattern to create good design for modern glass.139 This 
belief was also demonstrated in ceramics that he designed for Wedgwood and Sons 
Ltd. In 1932, Murray began to work with Wedgwood and Sons Ltd. designing new 
shapes for the company. He developed bold and geometric forms for Wedgwood’s 
earthenware and basalt ranges. (Fig 2.6) These simple shapes were decorated with 
horizontal bandings or incised bands giving an impression of being machine-made. 
The distinctive matt glazes in various colours, developed by Norman Wilson, 
production manager of Wedgwood, were used on his ceramics. Paul Greenhalgh 
rated Murray’s ceramic designs as ‘probably the only readily acknowledged 
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modernism to have come out of Staffordshire pottery industry before World War II’ 
with their clean forms implying ‘the precision and finish of machine work’.140   
Murray’s ceramics design achieved a simple and clean form which had a 
modern quality and which also fitted into the timeless quality and tradition that 
Wedgwood pottery was renowned for. Since its foundation in 1759, Wedgwood 
continuously developed methods of production and design in order to increase the 
uniformity and consistency of its products “for everyday needs at economical prices, 
of sound workmanship and materials, of simple and dignified design”.141 During the 
1930s, Wedgwood rationalised production and introduced simple modern tableware 
with innovative new designs by hiring artists and designers skilled in areas other than 
ceramics such as Keith Murray and Eric Ravilious.142  
The ‘Design for Listening’ Section featured Radiotime, designed by Wells 
Coates and manufactured by E. K. Cole Ltd. (Fig 2. 7) Information from the 
exhibition list, which possibly used for the caption in the display, provides the 
features and functions of this particular radio set and emphasized the way in which a 
designer was involved in the development process of the product: 
 
The idea for this radio set, equipped with an electric clock and alarm, 
and adjusted to switch programmes on and off automatically, arose 
from a need. The designer aimed to produce a set which would be a 
‘second’ set, kept in a bedroom or an office. It was not to be a midget 
set, nor was it to compete with the normal table model. … In the 
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development of the project several models and prototypes, 
incorporating various modifications, were made before the preparation 
of working drawings and tooling-up for final production took place. 
The resulting design is due to two and a half years of close 
collaboration between the designer, engineers, sales staff and 
executives.143  
 
This reflects the emphasis that the CoID gave to the inclusion of designer in 
the whole process of product development and represents the changes in design of 
radios made during the interwar period. Radios were often used as pieces of furniture 
in the parlour, therefore, the design of radio cabinet with wooden surroundings was 
deliberately conventional. During the 1930s E. K. Cole Ltd. (of Ekco Radio 
Company) hired two architects, Wells Coates and Serge Chermayeff who produced a 
new radical version of the modern radio cabinet.144 Both Coates and Chermayeff 
were advocates of modern architecture influenced by the European Modernism and 
their modern visions for buildings were materialized in Britain, for example, at the 
Lawn Road Flats in London and the Embassy Court in Hove designed by Coates and 
at the De La Warr Pavilion in Bexhill-on-sea by Chermayeff. Both, as members of 
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the Twentieth Century Group and the MARS during 1930s, were engaged with 
several projects on modern furniture design and modern industrial products.145  
Coates designed several radios with body-shells made of Bakelite, simple 
dials and carefully composed controls. One was praised for its “striking design which 
symbolized the future rather than the past”.146 (Fig 2.8) The round shape and the 
plastic casing with simple line of chromium plated grills and knobs clearly signalled 
a departure from the traditional styling of the radio and successfully visualized 
‘technology with modernity’147. Radiotime shown in the exhibition was also encased 
in plastics and had a simple, functional and modern look with up-to-date technical 
features.148 The interest in plastics as a new material for industrial products grew 
during the interwar period and the use of plastics was expanded to various types of 
products including packaging, kitchen utensils and door handles after the Second 
World War.  This trend was reflected in the choice of the objects shown in the 
‘Modern UK’ exhibition.  
A close look at the exhibition list suggests that ‘Modern UK’ featured 
mostly small size consumer products. It is interesting to note that products made of 
plastics were featured in a relatively large proportion including packaging design (an 
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Artists’ Oil and Watercolour packages, designed by Jesse Collins, manufactured by 
Winsor & Newton Ltd.; toothbrushes in special pack, designed by Eric John 
Doudney, manufactured by Hales Ltd.) and plastic kitchenware (a kitchen colander 
and kitchen bowls designed by Gaby Schreiber, manufactured by Runcolite Ltd.; a 
condiment set, beakers and a sugar sifter designed and manufactured by the Streetly 
Manufacturing Co. Ltd.).  Plastic packaging was considered modern and innovative. 
In particular, the packaging of toiletry using transparent plastics called cellulose 
acetate was thought to be hygienic due to the nature of this new material, which was 
waterproof and therefore ‘free of mould or bacteria’. 149  The selection of plastic 
products shown in this exhibition represents the good modern design idiom of the 
CoID: simple and clean design without decoration but with functional form and 
appropriate use and quality of plastics. Claire Catterall states, “the Council’s 
emphasis on ‘good design’ and the efforts of some of the larger plastics companies to 
react responsibly against the deluge of ill-conceived products did improve the quality 
of output to a large extent.”150 Despite these examples of reticent modern plastic 
design products, most of plastic products were often criticized for “wrong materials 
for the job, insufficiency of strength in moulded articles, bad visual appearance and 
misuse of colour”151 and rarely appeared in of the CoID’s overseas exhibitions in 
later period.   
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According to reports on the British Section of the exhibition, the display 
was effective and successful in showing the strength of industrial design in Britain 
and outstanding, when set against the section from other countries, despite the fact 
that the BIK exhibition itself was rather disappointing and below standard on the 
whole.152 The self-evaluation of the British Council on the British section was clearly 
favourable. 
 
There was a general lack of standard in both the staging and selection 
of the greater part of exhibition and the British section looked a 
professional among amateur. It was gratifying to find that the public 
were paying much more close attention to the British section than to 
any other and that both the quality of exhibits and the manner of their 
display was undoubtedly making an impression on the Dutch.153 
 
                                                                                                                                          
wrong with Plastics Design?’ and Paul Reilly also wrote about problems of plastics design in an article 
published in Design. See R. D. Russell, "What Is Wrong with Plastics Design?," Art and Industry 
45.268 (1948). S. D. Cooke, "In Search of Better Plastics," Art and Industry 45.269 (1948).: J. M. 
Williams, "What's Wrong with Plastics Design?," Art and Industry 49.293 (1950). Claire Cattrall 
asserted that this negative response to plastics designs by the CoID and design critics was rooted in 
the British elites’ dislikes of the American style and culture and American production style, gaining 
the ground in British industry and market during post-war time. Claire Catterall, "Perceptions of 
Plastics: A Study of Plastics in Britain 1945-1956," The Plastics Age: From Modernity to Post-
Modernity, ed. Penny Sparke (London: Victoria & Albert Museum, 1990). 
152
 BW 45/12, NETH/646/8. Below the heading of “International Exhibition of Industrial Design, 
Amsterdam, 1949 from Head of Fine Arts Section, 3rd May 1949”, five papers were attached: Paul 
Reilly’s report from the CoID; Miss Rose’s report; Reilly’s confidential criticism; Miss Rose’s 
comments on Reilly’s criticism; an extract from the minutes of the 44th Meeting of the Fine Arts 
Committee, 27th April, 1949. 
153
 BW 45/12, NETH/646/8  
 95 
Others too gave a positive critique of the British Section of the exhibition. One Dutch 
weekly journal commented “… good form and good quality, a certain style in 
common-English”.154 
Paul Reilly’s report submitted to the CoID and his article from Design in 
June 1949 also contained similar assessments of the exhibition and British 
participation in it.155 Reilly praised the British display designed to show “nothing that 
was not designed for quantity production by industrial processes” and recited the 
complementary comments of the Dutch organisers, calling it ‘the British Lesson’ on 
how to mount an exhibition and on what to be industrial design.156 Reilly however 
was disappointed that the rest of the exhibition proved rather less of a display of 
international industrial design than the Dutch organiser had promised. He noted that 
only six countries, a small number for an international exhibition, had participated in 
the exhibition, including Holland. 
 
Had we been able to check up the scale and scope of the Dutch and 
other sections (which might well have been done through the British 
Council Amsterdam Office) we would probably have had second 
thoughts about mounting so finished a job for in the event the BKI 
section turned out to be a semi-commercial, semi-selective display of 
handicrafts with a low percentage of industrially produced exhibits. 
The organisers had attempted the impossible in both selling space in 
the exhibition to commercial firms and then exercising their right of 
selection and rejection.157  
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Most of all, he was critical that the majority of exhibits represented crafts rather than 
industrial design. 
 
the emphasis in most sections was on the arts and crafts – on hand-
thrown studio pots, hand-carved wooden jugs, eccentric and expensive 
leather thronged furniture, intaglio carved glass cameos, hand-tufted 
rugs and even hand –stuffed animal mascots, often interesting or 
amusing enough in themselves, but quite out of context in a display 
announced as an international exhibition of industrial design.158 
 
His comment reveals that promises made by the Dutch organisers and the 
expectations of the CoID were significantly different from the outcome of the 
exhibition, which was beyond the control of the CoID and in this case of the British 
Council as well.159 This dissatisfaction and frustration of the CoID about its lack of 
authority and ability to be able to decide the validity of exhibitions to join and its 
inability to influence the direction and finishing quality of displays was repeated in 
many future overseas exhibitions.  
Another matter concerned Paul Reilly. He was not satisfied with the 
supporting activity undertaken by staff of the British Council in Amsterdam. He 
expressed this feeling in his confidential letter to Mrs. Somerville, “I should record 
my great disappointment at the apparent lack of interest in our endeavours in the part 
of the British Council staff in Holland”. 160  He had urged Dr. Cyril Jackson, 
Representative for the Netherlands of the British Council, to use all means possible 
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to promote the British Section of the exhibition and had received an unenthusiastic 
reaction from Dr. Jackson. Reilly had clearly expected that staff in the British 
Council office in Amsterdam would work as ‘a good exhibition promoter’ rather than 
as ‘a diplomat’ during the exhibition period, but this notion was evidently not the top 
of the list of the British Council’s priorities.  This raised a problem that often 
repeated around the world over the next twenty years.  
As shown by the exhibition in Amsterdam, the first overseas exhibition of 
the CoID and its role in organising foreign exhibition had its limitations and had to 
be coordinated with and financed by other government bodies. In terms of 
organisation, it was not always clear who initiated the exhibition and who gave 
financial support because of the void in the CoID’s organisation concerning overseas 
territory and consequently there were problems over the lack of budget allocated to 
exhibitions overseas. Positioning the CoID as policy maker or as exhibition organiser 
and considering the change of national policies on participation in international 
exhibitions and on overseas exhibitions during 1950s and 1960s, this is one of the 
important issues to be developed further in this research. The change of the CoID’s 
role and interaction with other bodies upon individual cases will also be examined 
closely.  
Concerning the style of display in this exhibition, photographs of the 
exhibition demonstrate that the simple, clean and modern display design with 
distinctive educational flare was identical at the ‘Design at Work’ exhibition. This 
reflects the trend in exhibition design developed throughout the war period, in 
particular, the practice in the exhibition designs of Milner Gray and the Design 
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Research Unit. Examination of the exhibits selected for the exhibition gives an 
insight into the parameters of good industrial design promoted by the CoID. The role 
of designer is considered as vital in developing good design of a product. Interests in 
new modern materials were demonstrated through the large amount of plastics goods 
included. Mass-produced and reasonable priced everyday objects occupied the 
majority of the exhibits. Despite the organisational difficulties, the CoID achieved its 
vision of showcasing British modern design of ‘good form and good quality, a 
certain style in common-English’.  
 
(2) ‘Design from Britain’, Oslo, Norway, 1952 
This exhibition was the second overseas exhibition of the CoID. Officially it 
was organised by the Society of Industrial Artists (SIA)161 with the assistance of the 
British Council and the Council of Industrial Design.  
Primary resources were found in a file belonging to the British Council 
deposited in the National Archive (BW 2/421 Industrial Design Exhibition Norway 
1952). This includes numerous letters between the individuals involved, lists of 
exhibits and a drawing plan of the exhibition. A series of letters from Milner Gray of 
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the Design Research Unit, designer of the exhibition, to Arne Remlov, Norwegian 
organiser of the exhibition and a member the Foreningen Brukskunst (Applied Art 
Association) convey very detailed instructions for the installation of the exhibition.162 
In addition to this file, nine photographs of the exhibition in the Design Council 
Archive provide helpful images of the exhibition design and show the exhibits from 
various angles.  
According to a letter from Paul Reilly, who was in charge of the 
Information Division of the CoID at the time, to Miss M. Rose of the British 
Council, Arne Remlov raised the issue of organising an exhibition of British design 
in Oslo, Norway in the spring of 1952. From the beginning, the plan in Reilly’s mind 
was that the CoID would mainly be involved with the exhibition with financial 
support from the British Council and with the collaboration of the Society of 
Industrial Artists in the selection of exhibits.163  The next set of correspondence from 
Remlov to Reilly covers arrangements for the exhibition, including drawings of the 
exhibition plan and photographs of exhibition rooms, details of financial 
responsibilities and the possibility of touring the exhibition to other cities in Norway: 
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Bergen, Trondheim and Stavanger.164 Up till that point, the CoID was the main 
organiser of the preparation for the exhibition. 
It is not clear how and why the details of this arrangement was passed on to 
the Society of Industrial Artists, but a letter from Milner Gray to Arme Remlov on 
24th November, 1951 reveals that “the Society of Industrial Artists was going to 
organise this exhibition with the help of the British Council and the CoID and a 
committee would be set up for sharing responsibility and works. Representatives 
from the three bodies were M. Rose from the British Council; Paul Reilly and Philip 
Fellow from the CoID; Lucienne Day165, Robin Day166 and Milner Gray from the 
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Society of Industrial Artists”. In addition, Gray wrote that the purpose of the 
exhibition was to show “the best examples of British design in the domestic field, 
with special emphasis on textiles”.167 
The British Council, therefore, acted as mediator for the exhibition process, 
as seen in the correspondence from Rose to Gray, which provided an update on 
progress and conveyed opinions and suggestions from Norway’s side. The 
preparation subjects that were discussed varied from practical details of the display 
to financial negotiations, such as Reilly’s visit to Oslo; financial agreement from the 
Norwegian organiser towards the expenses of a designer’s visit for exhibition 
preparation; possible plans for touring exhibition; colours of walls and lighting in the 
exhibition galleries; a list of exporters to Norway from the Embassy Commercial 
Department.  
It is notable that Rose, of the British Council, made a suggestion about the 
selection of pottery by proposing the inclusion of some pieces from the British 
Council collection. She advised that William Gordon’s salt-glaze work was 
“particularly suitable for Norway, being halfway between pure mass production and 
handcraftman’s, I think his work would appeal to Scandinavians”. 168  She also 
suggested other works by Bernard Leach169 and Lucie Rie170 The work of Leach and 
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 Rie [née Gomperz], Dame Lucie (1902–1995), potter, was born in 1902 in Vienna. She studied at 
the Kunstgewerbeschule, the art school attached to the Wiener Werkstätte, from 1922. In the 
biography of Rie, Rosemary Hill wrote, “There she was taught by Michael Powolny, whose strengths 
as a ceramist were technical rather than aesthetic. Her work was nevertheless noticed by the co-
founder of the Werkstätte, Joseph Hoffmann, who sent her pots to the Exposition des Arts Decoratifs 
et Modernes in Paris in 1925. Over the next decade she developed her own style. She combined a 
plain, modernist aesthetic with the technical daring. She used earthenware, raw glazing the pots, that 
is applying glaze to unfired clay. …  Whether functional or decorative, her work was always 
concerned with the domestic interior. In 1926 Lucie married Hans Rie (1901–1985. In 1938, Rie and 
her husband escaped to England,” where she stayed. Her work was supported by the gallery owner 
Muriel Rose and William Honey, keeper of ceramics at the Victoria and Albert Museum. “During and 
after the Second World War Rie made earthenware buttons and jewellery of great, if simple, charm. To 
these were added, in the mid- to late 1940s, a range of domestic wares. They included salad bowls 
pulled into oval shapes, their slight but decisive variations on conventional form showing how her 
strong formal intelligence could work easily within the limits of function.” From 1948 Rie created 
stoneware and porcelain with a ragne of glaze effects especially using abstract white glaze that make 
her reputation. Her work was shown at the Festival of Britain in 1951. In 1968, she was made OBE, 
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Rie both was regarded as the epitome of British studio pottery, influenced by the Far 
East Asian pottery tradition as well as British folk pottery. (Fig 2.9 and 2.10) 
Including individually handcrafted pottery in this exhibition is contradictory to the 
aim of the exhibitions, which was written in a letter from Rose to Gray on 14th 
February 1952. ‘Design from Britain’ was to be focused on displaying ‘relatively low 
price mass-produced products’, in contrast with an Italian exhibition that had been 
shown in Norway featuring highly priced exhibits.171  The CoID’s projection of good 
design represented the harmonious combination of modernism and affordable, mass 
produced and industrial products, as also shown in ‘Modern UK’ exhibition in 
Amsterdam in 1949. However, the organisers adopted a flexible approach to the 
boundary of crafts and industrial design and chose Leach and Rie’s studio pottery 
because they were stylistically modern, although not mass-produced nor machine-
made, and because their work was considered to match the taste of the audience, the 
Norwegian market. Although the CoID’s response to this decision is not on record, it 
could be speculated that the CoID approved this choice considering the close 
relationship between Milner Gray and the CoID. The decision illustrates that the 
definition and boundary of good design was subjective to the individuals and the 
circumstances of each exhibition and that, in this case, a more radical notion of good 
design, which was emphasized in the ‘Modern UK’ in Amsterdam, was transferred to 
one with strong lead to crafts and tradition.   
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The documentation highlights the role of Milner Gray, the Society of 
Industrial Artists and the British Council in organising this exhibition. The CoID’s 
role, as already explained, was indicated only in the show’s initial stage. The CoID’s 
Annual Report in the year for 1952-53 confirms that the Council was responsible for 
the collection and the storage of the exhibits selected by the Society of Industrial 
Artists for this exhibition. 172  The administrative work involved in contacting 
manufacturers asking for their participation and in arranging the collection of 
products was often allocated to the CoID. This kind of job may seem simply 
bureaucratic but the CoID seems to have hoped that this contact with industry would 
open up routes through which the CoID could build good relationships with British 
companies and keep in constant, positive contacts with leading manufacturers.  Even 
though the CoID did not have much influence on the selection of the exhibits for this 
exhibition, most of members of the Society of Industrial Artists, especially Gray, 
worked closely with the CoID and shared similar views about what should represent 
well-designed British modern products.   
Milner Gray designed the exhibition space. His design was carried out by 
staff of the Land Forenigen Norsk Brunskunst through the very detailed instructions 
sent in writing under the supervision of Lucienne Day. Gray was asked to visit 
Norway for the erection and arrangement of the display for the exhibition but 
declined the suggestion because of his busy schedule and possible financial loss that 
his business would incur by his absence. Instead he proposed that Lucienne Day 
should represent him in the supervision of the exhibition preparation.173 It is not clear 
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which organisation financially supported this event. A letter from an unknown 
officer of the British Council to Milner Gray suggested the Foreningen Brukskunst 
should cover the cost of the construction of necessary props for the exhibition as well 
as the expenses of Lucienne Day.  
The list of exhibits was divided into the following categories: pottery, 
glassware, silverware and cutlery, fabrics, carpets, furniture, radio sets (four 
exhibits), light fittings (only one exhibit), lampshades (only one exhibit), wallpapers, 
leather, woodware (two exhibits), plastics (one cocktail set), needlework (two 
examples), bicycles (three exhibits), dartboard (one example), magazines and 
leaflets, posters, packaging and photographs. Textiles comprised the large proportion 
of the exhibits, in contrast to the Amsterdam exhibition in 1949, where they were 
nearly omitted from the display.   
This selection focused on consumer products from both crafts and industrial 
design in domestic surroundings. As mentioned before, studio pottery, such as 
tableware from Leach Pottery and Lucie Rie Pottery were displayed alongside with 
mass-produced industrial ceramics such as the tableware designed by Thomas 
Hassall174 for W. T. Copeland & Sons Ltd.175 (Fig 2.11 ) and a tea service designed 
                                                                                                                                          
FB will be fulfilled if Lucienne Day accompanies the exhibition and supervises its erection and 
arrangements, which she is very well qualified to do. … The cost of the journey whether by air or sea, 
in addition to the loss of time is really more than I can afford, coming on top of the time and quite 
considerable out of pocket costs which the exhibition has already involved.”  
174
 In a brief biography of Thomas Hassall, Casey wrote, Thomas Hassall (1878-1940) was “trained at 
the Burslem School of Art. In 1892, he joined Spode … became the Art Director in 1910. During the 
thirties, he designed a number of successful patterns, many of these was simple banded borders in two 
colours.” Casey, 20th Century Ceramic Designers in Britain. 377. 
175
 W. T. Copeland (now known as Spode) was founded by Josiah Spode in1761 and became known 
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by Victor Skellern176 and tableware by Eric Ravilious177 for Wedgwood. (Fig 2.12)  
In fact, the selection in the pottery section included the products of the companies 
and designers shown at the ‘Festival of Britain’ in 1951, which certainly promoted 
fresh, innovative and modern design in form and pattern. A touch of crafts was 
presented by two wooden bowls designed and made by David Pye178 (Fig 2.13).  
Pye’s beautifully formed wooden bowl shared the aesthetics and quality of the Arts 
and Crafts and the Scandinavian design.179   
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Tanya Harrod has argued that craft and craftsmanship was reassuring of the 
beauty, tradition and continuity of the British society and culture in several 
projections of the British industrial culture since 1930s and this was largely the case 
in the Festival of Britain in 1951:  
 
Craft’s chameleon and uncertain identity meant that even objects 
designed and made by a single person fulfilled many roles. For 
example, David Pye’s carved bowls and platters appeared in several 
contexts – standing for traditional skill in the Country Pavilion, for 
Englishness in the Lion and Unicorn Pavilion and for good design in 
the Homes and Garden Pavilion.180 
  
Craft essentially evokes the notion of quality and tradition for which British products 
were renowned; it was considered to be the strongest selling point to foreign markets. 
The CoID implied that the promotion of British modern industrial design was not 
necessarily separated from this heritage and asserted that craft industries should be 
looked to “for maintenance of quality standard and other values which we must 
retain at all cost”.181 
Gray’s exhibition display demonstrated a different type of display from the 
instructive and educational one shown in ‘Modern UK’ in 1949. At the entrance of 
the exhibition, the audience was met by the title of the exhibitions with three 
emblems of the organisers. (Fig 2.14) The simple shelving stands showcased several 
leather bags and cases. The entrance was dominated by a mural of an English public 
house, made up with enlarged photographs, and finished with a dart and a poster for 
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Guinness. This had been photographed by Arthur Guinness Sons and Co. and shown 
at the Ideal Home Exhibition in 1951 by the Brewers Society.182 On the shelves next 
to the Guinness poster, are bottles and jugs for Courage and Co. of which Milner 
Gray was design consultant for corporate identity scheme. 183  (Fig 2.15) The 
Norwegians praised this ‘small, round and plump’ beer bottle as a ‘perfect’ example 
of English design.184 It is somewhat odd to choose a pub as a background for the 
display of industrial products. However, an English pub, brown beer and whisky 
were all thought to be an essential part of English culture and popular to foreign 
audiences. More extravagant displays of these were almost permanent features in the 
promotion of British products at British Week, which will be discussed in Chapter 4. 
The next section of the exhibition (Fig 2.16) showed the magazines and 
leaflets in the cases mounted on the left wall and the row of different textile designs 
was hung on the right wall. At the end of corridor six posters were hung on floor-to-
ceiling poles.  The third section (Fig 2.17) was lit by lightings fixed on the ceiling, 
designed by A. B. Read for Troughton and Young Ltd. revealing sparse displays of 
textiles, studio potteries and the sample panels of wallpaper from Cole and Son Ltd 
and John Line and Sons Ltd. The designers of this selection included Lucienne Day, 
Graham Sutherland, and Jacqueline Gloag. The last section of the exhibition (Fig 
2.18 and 2.19) shows a room-setting style display. Tables and chairs were put on low 
stands and tableware, cutlery and even a bunch of flowers in a vase were laid out on 
the tables.  Textile samples were hung almost like curtains, providing backgrounds 
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and dividers of the display space. The blown-up photographs of British design 
objects and emblems were hung prominently on a wall. Little information about the 
displayed objects was to be found and the exhibits were left to speak for themselves.    
In an article about exhibition design published in 1952, Milner Gray wrote 
that: 
 
we had to mount the ‘Design from Britain’ Exhibition on the 
proverbial shoestring. Our stands were put together with sticks and 
cord … we put some of our exhibits on the floor itself with what 
turned out to a strikingly original effect – imagine, a chair standing on 
the floor instead of being strung with wires from the ceiling… 
Everything was subordinated to the exhibits, which being as it 
happened some of the best available examples of British design we 
were well content to let speak for themselves. 185 
 
He criticised the excessive use of display architectural plans and props that became a 
common sight in exhibition design and urged that emphasis should be on the 
exhibits, that is, ‘products we have to sell’. 
              The chairs shown in the Festival of British in 1951 were again 
selected for this exhibition. (Fig 2.19) A dining table and chairs designed by Robin 
Day for S. Hille & Co. were designed for the Royal Festival Hall Restaurant. 
(Fig2.20) Made with steel, plywood and latex form, ‘the organic form of the seat 
back with its integral sprouting arms’ was achieved due to the technological 
advances in plywood production during the War. 186  The new materials and the 
advanced technology allowed Day to created a stylish and comfortable chair with 
                                                 
185
 Milner Gray, "Exhibitions in or Out," Art and Industry 53.316 (1952). 119. 
186
 Jackson, Robin & Lucienne Day: Pioneers of Contemporary Design. 36. 
 110 
light and open character. However, the Norwegian review was hardly positive about 
Day’s furniture commenting, “It is a matter of taste whether one likes Robin Day’s 
restaurant chair, which one also may see placed around an ordinary dining table”. 187 
The other table and chairs setting was an aluminium design by Ernest Race 
for his company Ernest Race Ltd. (Fig 2.21) Aluminium was experimental for 
furniture during the interwar period. Due to its material properties, that is, light 
weight, resilience and flexibility, it was heralded as symbol of progress and 
modernity although aluminium furniture was largely sold for contract market. The 
aluminium BA chair designed by Race was the most famous British chair of this 
kind, being produced nearly 250,000 chairs between 1945 and 1969. Clive Edwards 
notes that the success of BA chair with associated tables and storage units 
demonstrates “evidence of a new relationship between precision engineering and 
furniture manufacture that produced furniture at a reasonable cost.”188 Two more 
chairs designed by Race, Antelope and Springbok were commissioned for the 
Festival of Britain and became synonymous with the contemporary style in 1950s. 
They were praised as ‘ultra-modern’ by the Norwegians.  
The experiments with new materials and new technology and the 
development of a style suitable for item are evident in these examples. These were 
the most favoured products for the CoID’s exhibitions, published in many 
promotional publications such as Design and included in the Design Index.  In the 
other hand, more traditional furniture in terms of material and construction, for 
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example, a sideboard made by Gordon Russell Ltd. was also displayed in this 
exhibition.  
The close-up photographs hung on the wall included the symbols of the 
three British organisers, industrial machinery, transport such as a jet air liner, a 
Jaguar car, a London double-decker bus and other items such as tennis racquets and 
an ‘Andy Pandy’ soft toy. In discussion of the CoID’s Photographic Library and its 
use of photography for promotional purpose, Catherine Moriarty argues that the 
Council aimed to convey a particular ‘formalist value’ with strong modern tastes. 
She writes: 
 
It is a highly contrived image with dark backgrounds and emphatic 
shadows creating a composition in which both scale and context are 
removed. …By avoiding narrative or references to use in daily life the 
spectator was encouraged to concentrate on the objects in isolation. 189 
 
The photographs, stocked and circulated by the CoID, demonstrated the ‘formalistic 
value’ and prioritised the aesthetics and look of an object over its function and 
context.   
The Norwegian review of the exhibition published in Aftenposten noted 
that:  
 
Tradition and quality are what we expect of English industrial design, 
but here is something extra. New ideas and the will to make 
something new manage to break through a compact conventional 
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taste. … a solution of the difficult problem, good forming of useful 
things.190 
 
This comment confirmed that the long-established reputation of British or English 
design based on its tradition and quality remained the very core of Norwegian 
perception of the primal identity of British products. More importantly for the CoID, 
recognition and appreciation of the new and innovative modern British design from 
the foreign public was the sweetest reward for the CoID’s vigorous efforts. 
In summary, the CoID did play a minor role in the organisation of the 
‘Design from Britain’ exhibition in Oslo. The SIA was the main organiser with 
assistance of the British Council. Despite the limited involvement of the CoID with 
the selection of exhibits and the design of display, the contents of the exhibits 
broadly represented the vision of good modern design: fresh and innovative approach 
with style and quality. The exhibition design demonstrated Gray’s exhibition display 
discipline for less ostentatious distractions with more emphasis on the exhibits 
themselves.  
 
(3) ‘Design from Britain’ Washington D.C., USA, 1953 
‘Design from Britain’ was organised by the Council of Industrial Design 
and the Dollar Export Council 191  in Britain and the Smithsonian Institute in 
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 113 
Washington. The exhibition was shown at the Institute of Contemporary Arts, 
Corcoran Gallery of Art in Washington from 19 March to 22 April in 1953 and then 
toured further ten cities (Brooks Memorial Art Gallery, Memphis, Tennessee; The 
Merchandise Mart, Chicago; Museum of Cranbrook Academy of Art, Michigan; 
Walker Art Centre, Minneapolis, Minnesota; The Toledo Museum of Art, Toledo, 
Ohio; J. B. Speed Art Museum, Louisville, Kentucky; Birmingham Museum of Art, 
Birmingham, Alabama; George Thomas Hunter Gallery of Art, Ohattannooga, 
Tennessee; Akron Art Institute, Akron, Ohio; Currier Gallery of Art, Manchester, 
New Hampshire) across the east and mid of USA until April 1954. The CoID hoped 
that it would be a catalyst for the promotion of British products in the USA and 
northern America and the idea was supported by the British government in terms of 
the promotion of exports to earn dollars, which were vital for the British post-war 
economy. Nevertheless, the CoID received little financial support from the British 
government and the organisation of the exhibition was processed hastily due to the 
short preparation time, only a little longer than six months. These circumstances 
contributed to the rather disappointing outcome of the exhibition.  
Six files and an exhibition catalogue related to this exhibition are located in 
the Design Council Archive,192  and a file of financial documents is kept in the 
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Smithsonian Institution Archive in Washington.193 The National Archive contains 
additionally some document files related to the exhibition in the broader context of 
exhibition and trade promotion in North America.194  
The first proposal for the organisation of this exhibition was made by the 
Smithsonian Institution. In the early 1950s, the Smithsonian Institution organised a 
series of exhibitions to show design from different countries and this ‘Design from 
Britain’ exhibition, which was, as explained, to tour ten different cities in the United 
States, was planned as part of this project. A letter from Christopher Bridge, the 
Chief Executive of the Dollar Exports Council to Gordon Russell, the Director of the 
CoID, confirmed that this exhibition would indeed take place and that planning and 
other responsibilities would be shared between two bodies involved. 195 It was to be 
the CoID’s responsibility to choose hundreds of items of British contemporary 
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design and to deal with the detailed organisation of the exhibition in direct contact 
with Mrs. A. Pope, the Chief of the Travelling Exhibition Service of the Smithsonian 
Institution. It was emphasized that the exhibits were to be chosen in terms of their 
commercial sales potential in the United States. The suitability of the selection was 
to be confirmed by the Dollar Exports Council. Bridge clarified that after the final 
selection by the CoID, the Dollar Exports Council was to be in charge of 
approaching the selected manufacturers and persuading them to supply the items 
free, on loan, for the period of the exhibition and also to bear the cost of packing and 
shipping. 
The details of the exhibition were discussed and confirmed in several letters 
between Pope and Paul Reilly from the CoID.196 The exhibition was to be held in the 
spring of 1953. The size of the exhibition space remained unclear because the 
American organiser was still discussing several possible exhibition spaces in 
Washington D.C. Nevertheless the number of one hundred exhibits, focusing on the 
theme of design for the home, was specifically requested from Pope. Reilly 
confirmed in his letter that the CoID would confine the “selection to domestic 
consumer goods mainly from the craft-based industries such as textiles, ceramics, 
wood-working and etc.”.  As mentioned before, it is evident that the CoID’s 
definition of craft and positioning the role of craft in industrial design was 
ambiguous.   
The design and building of the exhibition display was entirely in hands of 
the Americans as there was little possibility of a British organiser visiting the site. 
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Pope proposed that the display should not depend on “built-in installation” to 
minimize the weight and should be shown in a “light and airy” atmosphere. She 
mentioned, however, that the design would change according to the facilities of each 
of the ten museums or galleries. It was agreed that all the costs for insurance and 
transportation within the United States were to be covered by the Smithsonian 
Institution whilst shipping and overseas insurance was to be paid by the British end. 
Financial documents from the Smithsonian Institution Archives in Washington reveal 
that the cost of hiring the exhibition spaces in the USA was entirely met by the 
Smithsonian Institution.197 All these details indicate that the Council of Industrial 
Design and Dollar Exports Council, the two British organisers of the exhibition, were 
entirely dependent on their American hosts for all internal US costs. The British 
inability to control the whole financial process of planning the exhibition brought 
however unwished results, as will be seen.   
In September 1952, a preliminary list of possible exhibits was made by 
Hartland Thomas based on the ‘Design Review’. (Fig 2.22) Evolved from the Stock 
List that was set up in the preparation for the Festival of Britain, the ‘Design Review’ 
was shown on the South Bank. It was described as a ‘photographic display and 
reference index’ to “supplement the comparatively limited number of actual 
manufactured exhibits which can be shown in the exhibition [Festival of Britain]”198 
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Gordon Russell, however, commented that this approach was unrealistic and warned 
that the ‘Design Review’ might not be the best means through which to develop 
these choices.  
The second preliminary list, complied with the photographs, was made in 
October 1952 and Thomas suggested that one of the staff, who Russell was to 
appoint, should select the items after the preliminary list had been discussed in the 
Design Review Committee. The selection was completed in January and a copy of 
list was sent to Pope in January 1953. Pope’s letter, with additional comments and 
suggestions marked on the list, dated 10th February 1953 was, unfortunately, 
delivered to the CoID too late to make any alterations because the listed items were 
already packed and shipped to America. However additional selection, following her 
suggestions, was still being undertaken right until the last minute before the 
exhibition opened. This demonstrates that the tight time scale for the organisation 
had an impact on what to be shown in the exhibition.  
The correspondence also illustrates that the US organiser had quite a 
powerful influence on what was to be shown in exhibition. Pope liked the lamps that 
were appealing and offered “unusual and original solutions”, but thought that the 
silver section was filled with too many sets of cutlery and suggested including more 
various silver objects. Hand-woven rugs, glasses, and pottery were highly praised by 
her. In particular Lucie Rie’s pottery was considered to have an appeal “to the 
American taste for simple, useful things, especially for California” and she wanted to 
have more of Leach’s traditional English shaped stoneware and big earthenware jars. 
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She declined Hille’s Stak chair because of its similarity with the Eames chair and 
rejected the China dinner plate, ‘Bernina’ from the Worcester Royal Porcelain 
Company because it was too well known to the Americans. There were more 
suggestions from Duncan M.S. Mowat, the Chief Executive of the British Trade 
Promotion Centre in New York. She complained that a couple of items or companies 
did not adequately represent the silver or linen industries in Britain and 
recommended that more manufacturers in silver and linen sections should be 
investigated. The additional selection of exhibits was based on these suggestions. 
Reilly’s memo to Benoy on 25th February 1953 shows that a response was under way 
but that Reilly was concerned that Pope might avoid putting some of the exhibits that 
she did not like in the show and that this would be disastrous as the exhibits had 
already been borrowed and sent at the lenders’ charge.   
 It is evident that this exhibition was put together in a hasty and rather 
unorganised way. The first shipment of exhibits was made a month before the 
scheduled opening day, which had been agreed upon at the planning stage. But since 
comments on the selection and alteration could be not made beforehand, another 
selection process had to be carried even after the opening of the exhibition. 
Additional exhibits were posted in late March for arrival in Washington about one 
month later, when the showing in the Corcoran Gallery in Washington was in fact 
over. The preparation from the American side was so delayed that the exhibition 
space was decided only three weeks before the scheduled opening date. Just a week 
before the opening date, a telegram informed the CoID that it would open on 18th 
March 1953 in the Corcoran Gallery in Washington, sponsored by the Institute of 
Contemporary Arts. In his letter to Geoffrey Parker of the British Embassy in 
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Washington D.C., Paul Reilly blamed this disorganisation on the sloppiness of the 
Smithsonian Institute.  
 
Letters remained unanswered; dates were not forthcoming and then 
were suddenly advanced at such short notice that a catalogue could 
not be produced in time; no information was given us about the type 
of gallery to be used nor much about the type of display.199  
 
Parker shared Reilly’s annoyance but also suggested that the CoID had a 
partial responsibility for this and should be more cautions in accepting seeming good 
opportunities of free promotion.200  Reilly accepted the difficulties caused by the 
Council’s lack of control over the exhibition and concluded in future to “refuse to 
stage an exhibition abroad unless some responsible person who has been closely 
concerned with its design, display and selection of exhibit is sent out to see it 
mounted.”201 
The exhibition catalogue of the ‘Design from Britain’ exhibition reveals the 
categories of exhibits: glass, ceramics, silver, wood, lamps, furniture, wallpaper, 
fabrics, carpets and Coronation souvenirs. All the exhibits were small domestic 
consumer products and a similar mix of handmade crafts and machine made 
industrial products, seen earlier at the ‘Design from Britain’ exhibition in Oslo. In 
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ceramics, the familiar names, such as Lucie Rie and Bernard Leach for studio pottery 
and Eric Ravilious for the industrial ceramics of Wedgwood and Worcester Royal 
Porcelain Company Ltd. appeared in the selection. Earthenware designed and 
manufactured by A. E. Gray (Fig 2.23) and dishes and plates designed by Susie 
Cooper for her own company (Fig 2.24) were also selected. Four handmade wooden 
bowls by David Pye were listed with an accompanying image. Several table lamps 
and wall lights from various manufacturers and an image of a table lamp with screen 
printed shade, designed by R. C. Hiscock for Hiscock, Appleby and Company, shows 
a whimsical Festival style. (Fig 2.25) Eight items of furniture were drawn from the 
CoID’s favourites such as Robin Day for Hille & Co, Ernest Race Ltd., Gordon 
Russell Ltd. and H.K Furniture Ltd. A rocking chair designed by Ernest Race for his 
company (Fig 2.26) was shown with an image in the catalogue. It was made with a 
steel rod frame, padded seat and back cushion and polished wood armrests.  
The inclusion of the Coronation souvenirs, at odds with the CoID’s vision of 
good design, commissioned for the Coronation of Queen Elizabeth II in 1953 implies 
two things. Firstly the event of the Coronation was hugely popular and gave a perfect 
opportunity to conjure up interest for Britain in foreign countries. The British Royal 
family and the pageantry and ceremony surrounding Royal occasions were and are 
one of the most popular imagery embodying the British identity of heritage and 
tradition and repeatedly features in overseas exhibitions and promotions such as 
British Weeks in the 1960s that will be seen in Chapter 4. Secondly the patronage of 
the Royal family members, in particular, the Duke of Edinburgh’s long involvement 
with the Duke of Edinburgh Award as a part of the Design Centre Award and Lord 
Snowdon’s involvement with the CoID’s activities in 1960s, endorsed the publicity 
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of the CoID and was warmly appreciated by both Gordon Russell and Paul Reilly in 
their diaries.202  
Unfortunately due to the lack of visual materials on this exhibition, it is not 
possible to see how the exhibition was finally presented in the end.  However, it is 
possible to speculate from reviews and reports about the exhibition. A highly 
derogatory review of the ‘Design from Britain’ was published in the Sunday 
Chronicle and several other reports about the exhibition expressed the 
disappointments about the state of the exhibition display and contents. Donald 
Stephenson wrote: 
 
If we were trying to sabotage our export drive we could not have done 
better than we have with the ‘Design from Britain’ exhibition … It is a 
pathetic affair which ought to be sent back home at once. No self-
respecting store would own it. It has half-baked, uninviting, inefficient 
and bad for our prestige. … It is not as if the outstanding quality of the 
articles counterbalances the lack of a respectable quantity. A thin skim 
of the Festival of Britain gives a fair impression. The designs are 
futuristic and for the most part pleasant but not so exiting as to 
squeeze the dollars out of your pocket. Few of the articles aroused in 
me the real acquisitive instinct in the way the big stores here or in 
Regent Street can. In America of all places showmanship is essential. 
Things must be staged lavishly or not at all.203  
 
Bareness of the display, lack of the exhibits and unexciting exhibits appears 
to be the main points of the criticism. Parker from the British Embassy expressed his 
opinion to Reilly: 
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I must confess that my immediate reaction was one of disappointment. 
… collectively [the exhibits] did not seem to me to put across the 
message which you want to convey. … to have a small number of 
objects displayed in a relatively large room … this subtracted a good 
deal from the effect of the display. … it does seem to me that you 
cannot put on a show in this country, where everything is so lavishly 
available and where the art of display is carried out almost to extreme 
lengths, without spending some money.204 
 
He then went on to question what was the aim of the exhibition, asking whether it 
was to show the excellent examples of British product and design or to sell them in 
the American market. In his opinion, the exhibition reached far short of both causes. 
The CoID and the Dollar Export Council attempt to marry ‘craft exhibits for museum 
display with a trade show’ in this ‘Design from Britain’ exhibition.  
Manipulation of craft for the British government’s cultural or economic 
propaganda was already present as at the British Council’s exhibition of ‘Modern 
British Craft’, touring the USA and Canada during 1942-5. The exhibition showed 
everyday objects used in domestic settings. 205  Tanya Harrod asserted that this 
exhibition served the war-time propaganda brilliantly by “cleverly suggesting a 
community of skilled men and women and a nation at once traditional and forward-
looking, untroubled by class difference – in short, allies worth defending.”206 After 
the War, the British government desperately needed to increase export trade, 
especially in the North American market to earn more dollars.207 As mentioned at the 
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beginning of this chapter, the CoID certainly supported the export drive and 
emphasized the role of good design for such cause. Furthermore the CoID actively 
discussed the possible means of displaying British industrial design.208 R. Dudley 
Ryder rather optimistically summarised the successful outcomes envisaged from 
these exhibitions:  
 
The effect in these countries of a well displayed travelling exhibition 
of selected British goods might be very beneficial in two ways. 1. It 
would arouse great interest among people who saw the exhibition and 
who have possibly never seen a colourful and attractively displayed 
exhibition of the type envisaged, … These people would have an 
opportunity of examining a wide range of British goods before 
deciding to purchase any. If the exhibition proved to be a real success 
the value of retailers’ advertisements might be enhanced if they were 
to state that the goods advertised for sale were those which were 
selected for showing in this successful British exhibition which is 
now, or has recently, toured the country.209 
 
The government promotion also included a craft export scheme, the British 
Handcraft Export (BHE). In 1948, the idea of craft promotion initiated by Gordon 
Russell and John Farleigh, was put into action with Sir Stafford Cripps, then the 
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Chancellor of the Exchequer. 210  The aims of the BHE set by the founders, 
demonstrated the logic of craft and design promotion.  
 
To impress the North American market with the quality and design of 
British production, the implication being that once a potential buyer 
was impressed with the quality and appearance of British handcrafts, 
he would unconsciously apply this acceptance of British quality to 
other fields of British production and assist the marketing of all 
British products.211  
 
Again, the quality and aesthetics of British products were considered the most 
important attribute of British products. No indication of the price ranges of products 
and a targeted market was made in the policy of the BHE. A showroom was opened 
in New York in 1950 but a series of misjudgement in buying stock and inefficient 
management resulted in a significant trade loss, over £ 51,000 in 1951. A report on 
this disastrous venture written after the closure of the BHE showroom in New York 
in 1951 concluded that high quality of craft products should be sold through ‘special 
channel’ such as the aforementioned crafts exhibition by the British Council and 
special lectures accompanied by selling exhibitions as delivered by Bernard Leach in 
1950.   
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In conclusion, the ‘Design from Britain’ exhibition toured in USA clearly 
illustrates the limitation and problems that the CoID had in organisation of overseas 
exhibition and highlights the absence of finance and control of the event on the 
CoID’s part. This exhibition demonstrates the compromise and alteration of ideal of 
the CoID in promotion of British modern industrial design. The allure of quality and 
tradition in promotion of British products abroad was strong, which was reflected in 
the contents of the exhibition. The intention of the ‘Design from Britain’ was 
compromised between the British government’s export promotion in USA and the 
CoID’s promotion of good British design. The outcome of the exhibition proved that 
the reality of achieving this was far more demanding than the CoID expected.   
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Fig 2.1 ‘Design At Work’. 1948. National Archives, BW 14/119 
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Fig 2.2  ‘Design At Work’ 1948. National Archives, BW 14/119 
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Fig 2.3 ‘Modern UK’, Amsterdam, 1949. Cover of Design (May 1945). 
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Fig.2.4 Commonwealth tea service, designed by Keith Murray, made by Wedgwood 
and Sons Ltd. Design Council Archive 48-2177 
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Fig 2.5 Glass liqueur decanters and stoppers and a glass beaker, designed by Keith 
Murray, made by Stevens & Williams Ltd. 1934. Casey, Andrew. 20th 
Century Ceramic Designers in Britain. Woodbridge: Antique Collectors' 
Club, 2001. 190. 
 
 
Fig 2.6 Vases, designed by Keith Murray, made by Wedgwood and Sons Ltd. 1933. 
Casey, Andrew. 20th Century Ceramic Designers in Britain. Woodbridge: Antique 
Collectors' Club, 2001.191. 
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Fig.2.7 Radiotime, designed by Wells Coates, made by Ecko. Art and Industry 43. 
(1947). 207. 
 
 
 
Fig 2.8 AD 64 Radio, designed by Wells Coates, made by Ecko. 1934. Peto, James, 
and Donna Loveday, eds. Modern Britain 1929-1939. London: Design Museum, 
1990. 110. 
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Fig 2.9 Jugs, made by Bernard Leach. Exhibition of the Art of Bernard Leach: 
Meeting of East and West. Ohara Museum of Art, 1980.  
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Fig 2.10 Top: Teaset, earthenware. C1936, Bottom: Bowl, earthenware. 1946-7, 
made by Lucie Rie. Houston, John ed. Lucie Rie. London: Craft Council, 
1981. 34. 
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Fig 2.11 Tableware with Mimosa pattern designed by Thomas Hassall, made by W. 
T. Copeland. 1930s. Spours, Judy. Art Deco Tableware: British Domestic 
Ceramics 1925-39. London: Wand Lock, 1988. 131. 
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Fig 2.12 Top: Bowl and vase with Boat Race Day pattern. 1938, Bottom: 
Earthenware Jug and mug with Alphabet pattern, designed by Eric Ravilious, made 
by Wedgwood and Sons Ltd. Casey, Andrew. 20th Century Ceramic Designers in 
Britain. Woodbridge: Antique Collectors' Club, 2001. 218, 220 
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Fig 2.13 Wooden bowls made by David Pye. Catalogue for ‘Design from Britain’ 
circulated by the Smithsonian Institution 1953-1954. Design Council Archive 
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Fig 2.14 ‘Design from Britain’, Oslo, 1952. Design Council Archive 52-1545 
 
 
 
Fig 2.15 Corporate identity programme for Courage & Co., designed by Milner 
Gray. 1949-1955. Blake, Avril. Milner Gray. London: Design Council, 1986. 
49. 
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Fig 2.16 ‘Design from Britain’, Oslo, 1952. Design Council Archive 52-1563 
 
 
 
Fig 2.17 ‘Design from Britain’, Oslo, 1952. Design Council Archive 52-1542 
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Fig 2.18 ‘Design from Britain’, Oslo, 1952. Design Council Archive 52-1565 
 
 
 
 Fig 2.19 ‘Design from Britain’, Oslo, 1952. Design Council Archive 52-1546 
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Fig 2.20 Royal Festival Hall Restaurant. 1951. Jackson, Lesley. Robin & Lucienne 
Day: Pioneers of Contemporary Design. London: Beazley, 2001. 41. 
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Fig 2.21 BA3 armchair. 1945, BB21 occasional table. 1945-46, designed by Ernest 
Race, made by Race Furniture Ltd. Peat, Alan et al. Austerity to Affluence: 
British Art and Design 1945-1962. London: Merrell Holberton, 1997. 16. 
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Fig 2.22 Design Review. 1951, photographed by Dennis Hooker. Design Council 
Archive. 
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Fig 2.23 Dinner plate, tea cup and saucer, made by A. E. Gray. Design Council 
Archive 51-1458. 
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Fig 2.24 Top: Bone china biscuit plates decorated with the Lion, Unicorn and 
Cockerel pattern. 1951. Bottom: Bon china Quail shape coffeeware with 
Astral pattern. 1951, designed by Susie Cooper, made by Susie Cooper Ltd. 
Casey, Andrew. 20th Century Ceramic Designers in Britain. Woodbridge: 
Antique Collectors' Club, 2001. 140. 
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Fig 2.25 Table lamp designed by R. C. Hiscock, made by Hiscock Appleby & Co. 
Catalogue for ‘Design from Britain’ circulated by the Smithsonian Institution 1953-
1954. Design Council Archive. 
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Fig 2.26 Rocking chair. 1948, designed by Ernest Race, made by Race Furniture Ltd. 
Left: Catalogue for ‘Design from Britain’ circulated by the Smithsonian 
Institution 1953-1954. Design Council Archive. Right: Peat, Alan et al. 
Austerity to Affluence: British Art and Design 1945-1962. London: Merrell 
Holberton, 1997. 18. 
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Chapter 3. Design and Cold War Politics: ‘The Role of 
Industrial Designer in British Industry’ Exhibition in Moscow, 
1964 
 
This chapter focuses on the British design exhibition titled ‘The Role of 
Industrial Designer in British Industry’ held in Moscow from 20th August to 20th 
September 1964. It aimed to explain to the Soviet public the working process of 
industrial designers in British industry through the display of finished products. The 
All-Union Scientific Research Institute of Industrial Design (VNIITE) in USSR 
hosted the exhibition and the Council of Industrial Design (CoID) in Britain played a 
central part in the process of organising it in cooperation with the Central Office of 
Information. Yet, as usual for the CoID, the process of mounting this exhibition 
involved many individuals from other government bodies, especially the Foreign 
Office. Due to the sensitiveness of political issues concerning the Soviet Union and 
the Eastern European countries in the Cold War period of the mid 1960s, the Foreign 
Office and, in particular, the British Embassy in Moscow put much effort into 
supplying valuable information to the organisers in Britain and in mediating between 
the organisers in Britain and the Soviet Union. The Board of Trade, on the other 
hand, played little role because, due to the state controlled economic system in the 
Soviet Union, in truth not a great deal of direct benefit for the promotion of trade 
between Britain and the Soviet Union was expected from the exhibition itself, despite 
the long-term economic views which had been looked into on several occasions by 
the officials in the Board of Trade.  
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The political importance of the exhibition in the context of international 
relations between Britain and the Soviet Union during the Cold War period and the 
potential long-term economic benefits from the exhibition were emphasized from the 
early stages of correspondence and meetings. The British government’s official and 
financial support for the exhibition was justified on these grounds. Once the 
exhibition was agreed, however, it was the design matters that really told its story. It 
was one of the few exhibitions in which the CoID was finally able to exercise its full 
potential to explain how designers could produce ‘good design’ together with and 
within industry, for the benefit of manufacturers and the public alike. It set out to be 
an educational and instructive exhibition. By 1964, the time of the exhibition, the 
CoID had plenty of experiences in such occasions domestically. This exhibition thus 
provided the CoID with a good opportunity to demonstrate its full ability at 
organising overseas exhibitions, unimpeded by the demands of other government 
agencies.  
Three important issues become clear here from the archives that deal with 
discussions and debates over holding this exhibition in Moscow: politics, economics 
and design. The central questions raised initially were whether the exhibition would 
be a prestige exercise, create useful propaganda for Britain and be useful for the 
promotion of British relations within the international context. The key issue was 
whether the exhibition would bring more foreign trade into British industry along 
with any short-term and long-term benefit for British industry and its economy. 
Secondly the exhibition would effectively promote British design, helping it to stand 
out within the world of international design competition and consequently raise the 
cultural status of Britain.  
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Penny Sparke proposes that ideologies of “economic and political 
nationalism, the supremacy of industrial capitalism, and middle-class taste values” 
have been vigorously conveyed through design promotion and through exhibitions 
and mass media. These, she suggests, have been “vital means of communicating to a 
mass audience the complex function that design plays within the economy and 
culture as a whole.”212 National pavilions constructed in international exhibitions 
were often utilized to portray the specific commercial achievements of nation states. 
In Heskett’s words, “The element of national rivalry in international exhibitions was 
always prominent and the trend towards using design as a means of both enhancing 
trading potential and asserting national prestige became more pronounced in the 
twentieth century”.213  
After the Second World War, various exhibitions successfully promoted 
particular national design ideals and contributed significantly to defining national 
identity and consolidating national status.214 The exhibitions of Italian design in the 
USA during early 1950s and the Milan Triennale did much to reinforce the cultural 
and artistic status of Italy.215 The style and ideology of Scandinavian design was also 
created and raised into the international fame by several displays at international 
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exhibitions and ‘Design in Scandinavia’ exhibition that toured the USA and Canada 
between 1954 and 1957.216 Design and ideology of modernism was politicised in the 
context of the Cold War, particularly through American displays at international 
exhibitions, as Haddow discusses: 
 
In the 1950s, streamlined glamour and irrepressible bursts of 
American-style opulence would be accompanied by the holistic, 
organic modernism… Whatever its virtues, modernism’s so-called 
democratic spirits and progressive, anti-traditional aesthetics made it 
the favourite design choice.217  
 
The decision process for ‘The Role of Industrial Design in British Industry’ 
exhibition in Moscow reveals how political, economic, and cultural aspects were 
carefully investigated and weighed in the balance over decisions for holding or not 
holding the exhibition. The contents and style of this exhibition illustrates explicitly 
the rational and utilitarian elements of the CoID’s modern design ideal.  
1. Organisation Process  
(1) Political Aspects 
Exhibitions held overseas are obviously held in the context of their specific 
political and international situations. Often exhibitions were seen as a form of 
cultural interchange between organising and host countries, signifying attempts to 
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create a better understanding between nations, leading, therefore, to building closer 
relations between countries. A Rightwing Conservative MP Cyril Osborne218 wrote 
to Paul Reilly in May 1961 stating that he was convinced that “The more we can do 
that kind of thing, the more we are likely to live at peace with them, and I am more 
interested in preventing a third world war than in anything else.”219 This reaction to 
the proposal for a British design exhibition in Moscow demonstrates the extremely 
politicised context in which the exhibition was held in a Communist state. Cyril 
Osborne may have exaggerated what this kind of the exhibition could do to ease the 
Cold War tension between the communist Eastern Europe and the western capitalist 
countries in the mid 1960s, but from the British government’s point of view, this was 
the most important reason for sending the exhibition to Moscow. This exhibition was 
free from ‘trade’ issues, and thus quite different from other CoID exhibitions.  
Stalin’s death in 1953, followed by Khrushchev’s leadership in the USSR, 
changed the domestic and international policies of the Soviet Union for the next 
decade. Khrushchev’s ‘Secret Speech’ at the Twentieth Party of the Communist 
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Party of the Soviet Union in Moscow, in February 1959 was the beginning of his de-
Stalinization policy and of a marginally less oppressive control over the public. A 
somewhat softer foreign policy towards the West was practiced and coexistence with 
capitalist countries was sought. Khrushchev’s ‘thaw’ policy, with its continuous 
efforts to increase the quantity and quality of consumer goods, of housing, of 
services, of the depressed condition of the state villages and of agriculture was a 
carrot for the Soviet public. Promises of material incentives, a higher standard of 
living similar to that of the United States, together with a great emphasis on 
improved welfare services were the target of Khrushchev’s ambition. He envisaged 
that an ideal of communist state could be made real for the Soviet public220. Serious 
political incidents such as the establishment of the Berlin Wall in 1961 and the 
Cuban Missile Crisis between 1961 and 1962 increased the tension between two 
superpowers, the USA and the USSR, though the continuous flow of carefully 
controlled political, economic and cultural exchanges.221  
                                                 
220
 On the thaw policy and design in the Soviet Union, see Victor Buchli, "Khrushchev, Modernism 
and the Fight against Petit-Bourgeois Consciousness in the Soviet Home," Journal of Design History 
10.1 (1997), Susan E. Reid, "Destalinization and Taste, 1953-1963," Journal of Design History 10.2 
(1997), Susan E. Reid and David Crowley, eds., Style and Socialism: Modernity and Material Culture 
in Post War Eastern Europe (Oxford, New York: Berg, 2000), David Crowley, "Thaw Modern: Design 
in Eastern Europe after 1956," Cold War Modern Design 1945-1970, eds. David Crowley and Jane 
Pavitt (London: V & A Publishing, 2008). 
221
 About the Cold war, refer to the following literature. John Lewis Gaddis, The Long Peace: 
Inquiries into the History of Cold War (New York; Oxford: Oxford University Press, 1987). John 
Lewis Gaddis, We Now Know: Rethingking Cold War History (Oxford: Clarendon Press, 1997), 
Walter L. Hixson, Parting the Curtain: Propaganda, Culture and the Cold War 1945-1961 (New York: 
St. Martin's Press, 1997). As to relations between Britain and the Soviet Union, see F. S.  Northedge 
and Audrey Wells, Britain and Soviet Communism: The Impact of a Revolution (London: Macmillan, 
1982).   
 153 
Between Britain and the Soviet Union, cultural interchanges broadened 
somewhat from 1952.222 A major official governmental effort to revive a cultural 
relationship between Britain and the Soviet Union was announced in 1955. A British 
Council committee, for example, was set up to promote the exchange visits by 
groups of people from the fields of arts, science and education. Christopher Mayhew, 
the chairman of the British Council committee expected that the activities would 
“make a small but positive contribution to destroying the mystery which makes 
relations between Britain and Russia so difficult”.223 These cultural exchanges also 
encouraged the publication of books on the Soviet Union and their culture.224 
The exchange agreement between the British government and the Soviet 
government during the period was registered in the Treaty Series No. 8 and No. 35 in 
1961. As a result of the exchanged notes between two countries, a publication 
Anglia: A Magazine of life today in Great Britain, which “would be non-political and 
be devoted to an objective presentation of various aspects of British life, particularly 
in the sphere of culture, science and technology”, was to be distributed in the Soviet 
Union.225  Further, more detailed plans for exchange programme in the fields of 
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science, technology, education and culture were signed in 1961.226 These actions 
were aimed at improving understanding and relations between the public of both 
countries and furthermore were intended to help ease international tension.    
Such cultural exchanges, including the organisation of exhibitions, was 
clearly aligned with the politics dominating the international climate of the Cold War 
period in 1960s. The American National Exhibition held in Moscow in 1959 (Fig 
3.1) is a useful case study through which to illustrate how exhibitions could serve 
political purposes.227 In Pavilions of Plenty: Exhibiting American Culture Abroad in 
the 1950s, Haddow debates that the American government and businessmen 
deliberately promoted American products and lifestyle through the exhibition with 
the purpose of disseminating capitalist ideology in the Soviet Union.228 He argues 
that the new trade programme that was supported by the Eisenhower government 
from 1954, “presented an America … where liberty was best expressed by selecting 
from among consumer products. Exhibits transformed political rhetoric and 
democratic principles into tangible, three-dimensional objects.” 229  The American 
National Exhibition, officially a cultural exchange for mutual understanding and 
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peaceful coexistence, was a product of this American government policy and ‘an 
offensive weapon’ fired against the Soviet communist system.230    
The American National Exhibition was reported as an impressive exhibition 
on a big scale: it cost almost more than nine million dollars including the US 
government budget for the exhibition of 3.6 million dollars.231 The organisers were 
able to gather the remaining funding from American industry with the help of the 
enthusiastic government and with the co-operation US trade magnets. Within the 
setting of Cold War politics, the American Exhibition in Moscow was organised to 
demonstrate the economic and cultural superiority of capitalism when set against 
communism, through showing the Soviet public the American way of life. It 
famously became the centre of highly public political and ideological debates when 
Nixon, then the Vice President of America, visiting Moscow to open the exhibition, 
and Khrushchev, had a fierce public debate about two different systems during the 
tour of the exhibition.  
As Haddow explains, the exhibition was very popular amongst the Soviet 
public, with millions of visitors attending, who were fascinated by the abundance of 
American consumer goods, especially four different American kitchens with the 
most updated gadgets displayed in the model house called ‘Splitnik’, spectacular 
display techniques using sound, lights and multi-screen movie232 and free souvenirs. 
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The Soviet establishment, however, criticised and detested this American propaganda 
through such a ‘way of life’ exhibition. This was partially due to the fact that they 
recognised that the exhibition highlighted the inferiority of the material standard of 
life in the Soviet Union. Consequently they were concerned that it might be end with 
serious public criticism inside the Soviet Union over the failure of the communist 
system to provide similar goods. However Khrushchev’s criticism of the American 
kitchen was centred on more fundamental ideological differences about the capitalist 
economic notion of obsolescence being implanted into design, that is, ‘styling’ to 
manipulate the public to want new products. He related it to the moral corruption of 
capitalist society. Susan Reid explains that the response of the Soviet public to this 
American exhibition, found in the visitors’ comment book, was ambivalent and 
suggested that individual material consumption and convenience manifested in the 
kitchen display did not completely win over the “socialist attitude to things and to the 
home.”233      
Compared to the American exhibition, ‘The Role of Industrial Designers in 
British industry’ exhibition of 1964 was hardly such aggressive propaganda. The 
circumstances in which the exhibition was proposed were different from the start. It 
was planned to focus on the subject of design, in particular, the design process and 
production of industrial design and was created on a smaller scale with less 
government endorsement. The initiation and development of the British exhibition 
was also rooted in a more positive personal relationship between Paul Reilly and 
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Yuri Soloviev234 and their design organisations than any government’s propaganda. 
There was never any intention to plan as grand and impressive an exhibition as the 
American one because of lack of funding. Rather than competing with the American 
propaganda show, the CoID, therefore, created smaller exhibition specialised in 
design with emphasis on industrial design in capitalist goods, education and public 
design projects.  
It was, nevertheless, believed that the appearance of Britain on the Soviet 
scene following the British Trade Fair held in 1961, would assist the improvement of 
international relations between two countries. The CoID acquired full support for the 
exhibition from the Foreign Office for these reasons. Victor Chapman wrote to Reilly 
on 23 March 1962, summing up clearly the basic reasons for holding this exhibition: 
 
Given that we believe it to be in our interest to develop in the 
Communist countries a respect for Western industry and a taste for our 
goods, … a design exhibition might stimulate among the Russians the 
desire for a higher standard of living and at any rate encourage their 
appetite for more contact with the outside world, …235 
 
This statement confirms that, despite the primacy of politics over economy in the 
organisation of exhibition and that the economic gain from trade was hardly expected 
as an outcome, the government officials who consented the support could not drop 
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the ‘trade’ rhetoric, which was absolutely central to the expenditure of the 
government abroad. This is the subject of the next section.  
 
(2) Economic Aspects: The value in sales promotion and the creation or increase 
in the Soviet market for British products in late 1950s and early 1960s 
As already shown in Chapter 2, the CoID in its position as a subsidiary 
organisation to the Board of Trade, had been assessing the economic benefits of their 
proposed overseas exhibitions, in particular, their potential to increase export trade. 
The CoID’s policy on overseas activities in the early period, also documented in 
Chapter 2, revealed how the Council never had an independent financial ability to 
put on exhibitions abroad and had always relied on Ministry bodies in the British 
government, generally the Board of Trade or the Foreign Office, and on organisers in 
the countries hosting exhibitions.  
Since the beginning of the discussion within government bodies about the 
Moscow exhibition, it was certain that that it would have little impact on the creating 
or increasing the sales of British products to the Soviet market. Further more, some 
members of the CoID were concerned that the exhibition might harm the chance of 
British industry by providing the Soviet Union with an opportunity to abuse the 
occasion and illegally copy British designs in order to increase their own design 
competitiveness. Chapman at the Board of Trade expressed his scepticism about any 
direct trade benefits, although he felt that there was potential for increased trade in 
the long-term period:  
 
 159 
It appears to emphasise that the Russians do not want a display of 
well-designed goods but a kind of teaching exhibition which will 
make a direct contribution to the improvement of their own design 
methods. Basing ourselves on what you told us about how this might 
be achieved (e.g. by illustrating with pictures or models how a 
particular design had been evolved), we find it very difficult to give a 
clear lead from the trade angle. Our guess is that it might help the 
Russians to compete more keenly with our own consumer goods 
exports in third markets but on the other hand it is also on the cards 
that in the long run it might help our exports to Russia. Hence we are 
inclined to think that the export promotion considerations tend to 
balance out and that the decision may have to rest on the value of the 
improved general and industrial standing which we might secure in 
Russian eyes as a result of the exhibition.236 
 
The state of trade between Britain and the countries behind the so-called 
‘Iron Curtain’ was debated in the House of Common in 1961. The parliamentary 
debate dealt with several problems and issues related to trade with Communist 
countries, ‘the Planned Economy Group’. This covered various problems such as 
trade with Eastern Germany, Poland and Hungary, the lapse of government support 
for trade fairs held in the Eastern Block, the deficiency of the British government’s 
trade balance against the Soviet Union, the ludicrousness of the embargo list, the 
increase of trade to decrease the U.K. unemployment rate, and so on. Debate focused 
on the fact that Eastern European countries had grown to become an attractive trade 
market to Britain with an average ten percent of GNP increase every year. Export 
markets were seen to be crucial for the survival of the British economy. The volume 
of trade had continuously increased during 1950s, especially at the end of the 
period.237  
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The suspicion that the Soviet Union and China could utilise trade as a 
political tool to threaten the security of the Western countries was raised by British 
politicians. As trade and politics became inseparable, it was hoped that trade kept the 
doors open for political discussion and eventually for the development of possible 
peaceful co-existence. Equally closer political liaison was judged to aid an increase 
of trade. The British Trade Fair held in Moscow 1961, preceded the CoID’s design 
exhibition in Moscow, was welcomed, therefore, in this context. This was a 
reciprocal, non-governmental event. 238  The British Trade Fair was held in the 
Sokoliniki Park in Moscow from May 19 to June 4 1961. It was organised by the 
Industrial Trade Fairs Ltd. 239  with sponsorship from the Association of British 
Chamber of Commerce. The reciprocal Soviet exhibition, sponsored by the All-
Union Chamber of Commerce of the USSR, was held at Earls Court in London from 
July 7 to July 28 1961.240 Although the Board of Trade kept in close touch with the 
organisers, the organising was, in principle, left to the private sector and industries 
involved as the Board of Trade correspondence details:  
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So far as the UK side is concerned the arrangements for the Moscow 
fair will be a private responsibility, although the sponsors will, of 
course, maintain very close touch with us. This is in accordance with 
our general policy – we have no longer any organisation which could 
undertake the complex and exacting responsibility of organising a 
large scale fair of this kind. And it is certainly preferable from the 
taxpayers standpoint that the risks of such a venture should be left 
with private sponsors. 241 
 
The British Trade Exhibition occupied four main halls in the Sokoliniki 
Park. Two of the halls were built in 1959 when the aforementioned American 
exhibition was held in Moscow and two new halls were built to the design of Jack 
Howe242 along with Andrew Bain. (Fig 3.2) These steel and glass structured halls 
were described “as streamlined as a jet-plane, as contemporary as an electronic 
computer.”243 Most of stands were prefabricated in Britain and erected by British 
workers in Moscow before the exhibition.244 (Fig 3.3) It was the ‘first and foremost’ 
British trade show held in the Soviet Union with participation of 621 companies 
including plant machinery, electrical equipment, scientific instruments, engineering 
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components and some consumer goods such as textiles, clothing and household 
equipment.245   
This exhibition was organised and designed deliberately to have a 
commercial and industrial character. The reason behind this was firstly in order to 
avoid comparison with the American Exhibition held in 1959, which had been a 
spectacular cultural propaganda, as already discussed. A hand written note by a 
British official discussing the American National Exhibition expresses this view 
explicitly: 
 
It is a good thing that the British Exhibition in 1961 will be 
commercial and industrial and therefore not directly comparable with 
the American exhibition. I fear it will not be anywhere near so 
spectacular. 246 
  
Secondly, this approach focusing on business and trade was deliberated not to cause 
offence to the Soviet organisers by avoiding the political propaganda type approach 
that was making the Soviet side apprehensive. A Soviet organiser, Zhukov, told Sir 
Frank Robert “both exhibitions should be business-like affairs and should not be 
used for political propaganda.”247 Khrushchev visited the British Trade Fair on its 
opening day in 1961 and shared the same view, saying that “this conception of an 
industrial fair with no “way of life” propaganda was exactly right and in accordance 
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with the traditionally “realistic” British approach”.248 The only ‘way of life’ display 
featured in the British Trade Fair was a small area contributed by the Central Office 
of Information as a token of the British government support, featuring “British 
achievements in science and technology and showing how the British Government, 
universities, hospitals and private industry work together on research into the 
production of modern technological equipment”.249 (Fig 3. 4) On the whole, the 
British Trade Fair was judged as a subtle and pragmatic yet successful publicity of 
the British industry and its relationship with the Soviet industry.250 
The British Trade Fair received considerable British press coverage. The 
Times dealt with the subject every day from 19 to 22 May in 1961.251 The articles all 
reported the success of the exhibition and the enthusiasm shown by the Soviet 
leaders and public towards the British exhibits. They also noted the prospects for 
substantial business success from the Soviet Union. Nevertheless although some 
impressive deals were announced during the British Trade Fair, it is important to 
clarify that the deals were hardly direct results of the Trade Fair itself but rather due 
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to the long and laborious negotiation process with the Soviet trade organisations that 
was controlled by the Ministry of Foreign Trade.252  The British Trade Fair was 
economically beneficial to Britain in that it provided opportunities to secure contacts 
and deals that already existed and in that it also publicised the British Government’s 
effort to increase export to the Soviet Union, and to improve the balance of deficit 
between two nations.  
Northedge and Wells wrote that, in Anglo-Russian relations, trade and 
commerce were of persistent interest but specifically in the political and international 
relationship contexts.253 To conclude, this British Trade Fair in Moscow, was clearly 
a commercial affair, but one that revealed the integrated political nature of the 
activity. The proposal for the British Design Exhibition by the Council of Industrial 
Design was also in line with these efforts and issues, even if it was considered 
basically as an educational exhibition about design matters, which would not bring 
significant industrial benefit to Britain.      
 
(3) Proposal, Negotiations and Preparation for the CoID Exhibition in Moscow 
in 1964 
As the surviving file from the Design Council Archive shows, in December 
1960, Yuri Soloviev, the Chief Designer of the State Committee for Science and 
Technology in the USSR, proposed to Paul Reilly, the Director of the CoID, that a 
British design exhibition be held in Moscow with the proposed title of ‘The Role of 
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Designer in British Industry”. He wanted the exhibition not only to show the 
completed products but also the ‘various intermediate stages of its designing’.254  
Yuri Soloviev was an industrial designer who had been working on several 
projects to improve the design of transportation in the Soviet Union since 1945, 
when he was brought in as chief designer into the state’s Architectural and Art 
Bureau at the Ministry for Transport Industry in the USSR. As Svetlana Sylvestrova 
has explained, through projects including railway coach design, ship design and city 
trolleybus design, he had tried to raise the standard of design in the Soviet Union by 
applying ‘rational, practical and economical principles’.255  
The encounter between Paul Reilly and Soloviev happened on Reilly’s first 
visit to Moscow in 1957. Sir Patrick Reilly, who was Paul Reilly’s cousin and then 
the British Ambassador to the USSR, invited Paul Reilly and his wife to Moscow and 
arranged a meeting with Maxaryev, then chairman of the State Committee for 
Science and Technology, of which Yuri Soloviev was then its senior designer. This 
meeting gave rise to a lasting friendship between two design-devotees.256 They both 
shared the belief that design could improve the standard of public life, which could 
eventually influence people’s attitude and mind, and that this could be achieved 
through carefully- thought instructive and central design planning. Their friendship 
and shared vision of the social and cultural role of industrial design was one of the 
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most important factors influencing the situation in which the CoID could work 
primarily on this exhibition. 
Paul Reilly asked Sir Patrick Reilly for advice on the feasibility of the 
exhibition and the availability of finance from the government because, as already 
clarified, the CoID never met the financial responsibilities for any of its overseas 
exhibitions. The CoID’s situation concerning this financial problem was also 
explained to Soloviev in a letter from Paul Reilly.257 Paul Reilly summarised the 
correspondence so far to Cyril Osborne, Chairman of Anglo-Soviet Parliamentary 
Group, who had a great interest in the matter of East-West European trade, and 
sought his informal opinion on this matter.258 In August of the same year, with 
support from the aforementioned contacts, Reilly reported to Victor Chapman at the 
Board of Trade about the proposed exhibition and asked for financial support. This 
ended with little success for the CoID. According to Chapman, the Foreign Office 
would only be able to consider financial support if it were to be held in late 1963.259 
It was not until October 1961 that a meeting about the exhibition was held which 
included representatives from the Board of Trade, the Foreign Office and the CoID. 
Because the exhibition was considered politically important for relations between the 
British Government and the USSR, the idea of the proposed exhibition, especially 
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that was initiated by a Soviet official, could not be abandoned. Providing time and 
funding were available, the British officials proposed the possibility of holding a 
smaller exhibition, as suggested by the British Ambassador in Moscow, rather than 
the larger proposed one, despite the fact that less publicity would be gained for 
Britain from a smaller event.260  
Soloviev, however, persisted with his desire to have a big exhibition with a 
strongly educational character. K.J. Uffen 261  at the British Embassy in Moscow 
reported his conversation with Soloviev stating that “Mr. Soloviev implied that the 
Committee were relying on Britain to bring them the Design Exhibition which they 
wanted.” Uffen continued that, in his view: 
 
they could probably get a better exhibition from the United States but 
they doubted whether they could bring the Americans to understand 
the sort of exhibition required. In any case, we were doing very good 
work in the field of industrial design, Anglo-Soviet relations were 
closer and the Committee favoured developing them still further in 
this particular field.262  
 
It was significant for the Soviet host that the exhibition should contain an educative 
character for the Soviet designers and specialists involved in industrial design and 
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engineering rather than being aimed at the general public. David Crowley and Susan 
Reid explained this context in that Eastern Europe and the Soviet Union had gone 
through ‘political and cultural liberalisation and economic and social modernisation’ 
during the late 1950s and early 1960s and started searching for appropriate styles and 
methods to represent ‘socialist modernity’.263  
             Paul Reilly and Misha Black264  noticed, during their visits to the Soviet 
Union, that Russians began to show interest in industrial design.265 In 1962, Soloviev 
was made the Director of newly found All Union Scientific Research Institute for 
Industrial Design (VNIITE), the Soviet counterpart of the Council of Industrial 
Design. David Crowley discussed the formation of ‘design specialists institutes’ in 
the communist bloc as ‘key instruments in the production of new designs’ by 
generating new prototypes for production.266 Growing consciousness of issues of the 
industrial design was directed from the top leadership of the Soviet Union in that 
Rudnev, the Soviet Deputy Prime Minister was the Chairman of the Committee set 
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up to oversee good taste and industrial design. In his report to C. M. James in the 
Foreign Office, K. J. Uffen at British Embassy in Moscow speculated that this 
Committee was prompted by the recent travels abroad of Soviet leaders and that Paul 
Reilly and the CoID had already made a significant contribution to this. 267  As 
mentioned before, Paul Reilly had been a close friend of Soloviev since 1957 since 
he visited to Moscow. Reilly manoeuvred behind the scene for the British Council in 
order to invite Soloviev to Britain in 1958 and had used this occasion as an 
opportunity to publicise the activities of the Council of Industrial Design. Reilly also 
kept in touch with Soloviev by sending him Annual Reports of the CoID.268 These 
efforts certainly nurtured Soloviev’s own ambition to renovate and modernise the 
Soviet design with the Council of Industrial Design as an exemplary prototype for 
such renovation.  
So finally in February 1962, more than a year after the initial proposal for 
the exhibition, the Board of Trade and the Foreign Office reached the decision to 
support the exhibition officially on the grounds of national interest, particularly in 
terms of international relations. Chapman informed Paul Reilly of the Foreign 
Office’s decision to contribute £12,000 towards the exhibition, which was later 
increased to £33,000 in June 1962.269  
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The subtleties and complications of the administration and communication 
that had to be carried out on both sides involved with the exhibition delayed and even 
hindered the progress of the negotiation between the Britain government and the 
Soviet Union. It was not until October 1963 that the official agreement was finally 
signed. The Soviet Union, in particular, wanted to keep all contact and processes 
under official governmental control and was reluctant to give a definite agreement 
about the exhibition. The contacts carried out through Soloviev were deemed to be 
unofficial and in the level of “an exchange of view between the technical experts (i.e. 
the CoID and himself)”.270 After the CoID’s primary proposal was submitted by 
Soloviev to the interested Soviet authorities, such as the Scientific Coordination 
Committee, the State Committee for Cultural Relations, and the All Union Chamber 
of Commerce, the exhibition was officially negotiated and authorised by the All 
Union Chamber of Commerce.271 The final authority seemed to be given to the All-
Union Scientific Research Institute for Industrial Design (VNIITE) that was set up in 
October 1962 under the directorship of Soloviev, as it was shown to be the host of 
the exhibition in the formal agreement signed in October 1963.  
As to the opening date of the exhibition, the first proposal from Soloviev 
stated ‘sometime in 1962’. This was moved to September 1963 presumably because 
of the slow discussion process in both countries. This plan, however, had to be 
postponed again to winter 1963 due to lack of time to put the exhibition together. 
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Finally, after yet another postponement, the decision was taken to open the 
exhibition from 20 August to 20 September 1964.  
Originally the proposed exhibition site was the Manezh Exhibition Hall in 
Moscow. This was thought as the most ideal place to hold such an exhibition but it 
turned out to be double the size needed. The Polytechnical Museum seemed to be a 
good second choice venue for the exhibition but eventually a pavilion in the USSR 
Economic Achievements Exhibition (VDNKh) was selected for the exhibition. This 
exhibition venue was situated north of central Moscow. It was formerly known as the 
All-Union Agricultural Exhibition, built in 1939, converted and expanded during the 
late 1950s. It was a complex of 80 pavilions and used in order to introduce the latest 
achievement in industry, agriculture and other areas of the USSR’s economy to a 
wide range of interested enterprises and organisations. 272  It is unclear from the 
documents how and why this change of venue was made, especially because the 
USSR Economic Achievements Exhibition was located north of central Moscow and 
the pavilion allocated to the exhibition was far away from the main gate of the whole 
complex. This inconvenient location, the dilapidated facilities of the venue, and the 
subsequent waste of time were the subject of complaint in the official report by Mary 
Lloyd Harries, one of the British exhibition staff who worked on the site: 
 
The conditions in the pavilion were far from comfortable. The only 
running water was a hydrant outside and the nearest washing facilities 
were some five minutes walk away. … In addition the pavilion was 
nearly ten minutes walk from a side gate and nearly half-an-hour’s 
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walk from the main gate. … If ever it is necessary to have another 
exhibition as such an isolated site it would be a good idea to try to 
negotiate a clause in the contract saying that transport, particularly in 
the evening, should be provided, …273 
 
The frequent changes of the opening date and the exhibition site caused difficulties 
for the organisers, especially, over the contacts with designers, manufacturers and the 
drawing up of the plans for the exhibition display.  
The first preliminary meeting concerning the detailed contents of the 
proposed exhibition was held in Moscow on 30 May 1961 with the attendance of 
Misha Black and four Soviet representatives including Soloviev. The aim of the 
exhibition, as agreed in the first proposal by Soloviev, was “the demonstration of 
how the work of industrial designers has influenced the quality and sales of industrial 
products in Great Britain”. The contents were to be divided into three main titles: 
‘The Home’, ‘The Factory and Office’ and ‘The Street (Transport)’. These were to 
be displayed in scale of not less than 7500 sq. metres or bigger.274  
It was suggested that the show should open to the general public as well as 
specialised audiences for between two and four weeks in September 1962. The 
financial responsibility of the Soviet Union within the exhibition organising was not 
yet clear but Misha Black had an impression that Russia might be prepared to bear a 
substantial amount of the expense of the event. He wrote that: 
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If Soloviev is really speaking with the authority of his Government, it 
is apparent that they are now studying the problems of industrial 
design with great seriousness and see this exhibition as an opportunity 
for learning from our experience. 
From the British point of view it might be felt that an exhibition of 
this kind would support the cultural exchange and be a useful follow-
up to the present trade exhibition in Sokolniki Park. You will see from 
my notes that the Russians were evasive about finance. My first 
suggestion for a modest exhibition which would not be unduly 
expensive was brushed aside as unworthy of the importance of the 
subject. I was left with the feeling that the Russians would be prepared 
to pay at least half the total cost of the exhibition. I may, however, be 
completely wrong about this as they have the precedent of the recent 
Finnish design exhibition which was, I understand, completely 
financed by the Finnish Government.275  
 
In April 1962, Philip Fellows of the Exhibition Division of the CoID 
proposed a draft plan for the exhibition with themes based on this first proposal and 
the discussion mentioned above. Fellows developed the display into five related 
sections under the headings of ‘The Designer’, ‘Goods for Home’, ‘Goods for the 
Factory and Office’, ‘Street (Transport)’, and ‘Cinema’ in a space of 8000 sq. ft. at 
the cost of £60,000 in total. After Fellows’ s draft proposal was circulated within the 
CoID, it was sent to the Central Office of Information and the Foreign Office for 
further opinions. The final section, ‘Cinema’ was dropped and the cost of the 
exhibition was re-estimated as £70,000. A shortage of funding was foreseen as the 
Foreign Office only offered £33,000. The financial contribution from the Soviet 
Union, therefore, became a key issue for the realisation of the exhibition plan. 
Although it was felt that the Soviet government was likely to share the financial 
burden, Soviet officials did not promise any financial contribution until almost the 
end of the negotiations.  
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The primary proposal for the exhibition was then sent to the Soviet Union 
through the British Embassy in Moscow and received a positive response. In the 
beginning, Soloveiv asked for the inclusion of more varied consumer goods that 
reflected successful contemporary design, such as lighting fittings, radio and 
television sets, vacuum cleaners and washing machine representative of all fields in 
which “Britain was producing excellent designs”. 276  He was also interested in 
commercial vehicles such as open trucks, bicycles, motorcycles, and scooters for the 
‘Transport’ Section as he personally had worked on projects to improve the design of 
Soviet methods of transportation. Fellows’ draft had been changed little except that 
room setting displays in the section of ‘Goods for Home’ were omitted at the request 
of the Soviet authorities.277 Even though the purpose and theme of the exhibition had 
been decided during the early stages of negotiations, Soloviev’s decision to skim 
down the inclusion of consumer goods and ordinary home goods to a much smaller 
scale reflected this remaining concern from the Soviet authorities that the exhibition 
should avoid any possibilities of political propaganda. The British organisers were 
also cautious to follow this guideline of not attempting to sell the British way of life 
or British products, even down to a booklet titled ‘British Industrial Design’.278  
The most important part of the exhibition was to be the case histories 
showing how a designer could improve or develop the design of objects for mass 
production. The contents of the design process and the educative intention of this 
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exhibition is extremely similar to the ‘Modern UK’ held in Amsterdam in 1949 seen 
in an earlier chapter. Collecting such case histories, however, required long and 
extended research. At first, Fellows contacted designers and manufacturers for their 
co-operation. Gaby Schreiber 279  received a letter from Fellows concerning the 
coming exhibition in Moscow and was asked to put a notice, in the Journal of the 
Society of Industrial Artists, to encourage designers to submit appropriate case 
histories but Fellows received only two responses.280 He then made direct contact 
with individual designers. The list of designers was Nevile Conder, Robin Day, 
Robert Gutmann, FHK Henrion, Gunther Hoffstead, Jack Howe, Eric J. Marshall, 
David Ogle Associates, John Reid, Howard Upjohn, E.G.M. Wilkes, Victor Skellern, 
W.R. Minkin, Neville Ward, Robert Heritage, Earnest Race, Nigel Walters, Alec 
Kirkbride, R.E. Brookes, Misha Black, John Barues, and Sir G. Russell, some well-
known and others less so. A suggested list of designers for the further contacts was 
passed on to Fellows. It included the names of Terence Bendixson and Corin 
Hughes-Stanton for general projects except scientific goods, Peter E. M. Sharp in 
electrical equipment, Donald Holms in technical subjects, Archie McNab in hospital 
equipment and Martin Woodhouse in ergonomics and technological problems.  
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Another urgent job for Fellows was to nominate designers to create the 
overall exhibition display and sub-sections. In this exhibition, the Central Office of 
Information (COI) had the authority to appoint a designer who was recommended by 
the CoID. Fellows discussed this matter with E. Swaine281 of the COI in March 
1963. 282  In this letter, Fellows nominated, as his preferred designers, Robert 
Gutmann 283  and the Conran Design Group 284  on the grounds of their close 
connection to industrial design. His nomination, however, met opposition from the 
COI. Swaine expressed reservation over the idea of appointing the Conran Design 
Group following his visit to the firm and his meeting with Rodney Fitch285 of Conran 
Design Group. In his opinion, the COI’s own design team had better skills and more 
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experiences in this type of exhibition than the Conran Design Group.286 How the 
design contract eventually fell into the hands of the Conran Design Group is not 
explained in any remaining files.  
The involvement of the Central Office of Information with the exhibition 
raised concerns from the Soviet organisers who remembered the ‘way of life’ section 
that it had arranged in the British Trade Fair 1961. K. J. Uffen of the British Embassy 
in Moscow came up with diplomatic solution to this problem and suggested that the 
CoID should coax the Soviet Union into compliance by confirming to them that the 
role of the COI was limited to only ‘technical and administrative arrangements’.287 
This was not entirely the case, in fact, in designing and processing the exhibition. 
The division of work and responsibility between the CoID and COI was agreed 
between Fellows and Swaine.288 The agreements reveals that, even though the CoID 
was mainly in charge of developing the original themes and guiding the research 
team and designers, the COI was taking general charge of the research development 
team and the designers in addition to financial and administrative arrangements. 
Moreover, the exhibition design team of the COI was to be responsible for the design 
of the first and the second sections of the exhibition. The Central Office of 
Information had stepped in as an agent department in the government’s dealing with 
publicity and propaganda including exhibitions as already seen and this kind of 
arrangement was not unusual in the cooperative projects of the CoID and the COI 
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from 1955, when the CoID assisted the Foreign Office by mounting a small display 
at the Zagreb International Fair.289   
As to the overall editor of the case histories, Fellows suggested the choice of 
Alec Davis or Michael Middleton.290 Swain wanted to hire a technical consultant 
rather than having overall editor and thought that R. J. Reeves of the Central Office 
of Information, who was to conduct research on designers and to supervise the work 
of other researchers on case history, could be responsible for final storyline of the 
display and text boards.291 But it was Kenneth (Ken) Baynes292 who finally put the 
case histories together and produced the final text script for the exhibition. Peter Ray, 
who was involved with the Ministry of Education on design training, was asked to 
carry out research on British design education. The ability to make the most of 
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products in Design Index and to work in tight deadline was required for a designer 
who would be in charge of the room and office sections.293  
Once the agreement between the CoID and the All-Union Scientific 
Research Institute of Industrial Design was sealed in October 1963, preparation 
gathered speed with the target of opening the exhibition in ten months’ time. The 
work and responsibilities for the exhibition preparation and design were divided 
among the CoID, the Central Office of Information, the Conran Design Group and 
other section designers. A document found in the Design Council Archive showed a 
tightly scheduled operation plan for the exhibition, which detailed collecting case 
studies and writing ‘script’; basic structural and section design and drawing; 
contracting section designs and proceeding construction of the venue site as well as 
display modules; selection and collection of the exhibits; storing, packing and 
shipping; installation of the exhibition. 294 All of this process was to be completed in 
ten months.     
The task of fixing and upgrading the facilities at the chosen venue was 
given to the Soviet organisers in the late November 1963 and was expected to be 
completed by the mid July 1964. In a letter to D. Steward, the Commercial 
Counsellor of the British Embassy in Moscow, in December 1963, Fellows clarified 
the work to be done for the improvement of the “shabby building”. 295  The 
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photographs from the Design Council Archive showing the original entrance and the 
interior spaces of the pavilion (Figs 3.5 and 3.6) reveals the Soviet neo-classical and 
decorative architectural details of the building and display areas, which was 
supposed to be removed to create a clean and blank space ready to accompany the 
exhibition scheme proposed by the CoID. The Conran Design Group presented the 
layout of the exhibition, based on design stories and information gathered by Ken 
Baynes. Work involved erecting plain walls covering existing display panels, 
covering entire ceilings with muslin to hide ceiling decorations and a chandelier, 
putting in a new security entrance door and covering outer decorative architectural 
details. A modular system of display panels was used as a method of display 
presentation.296 
 
2. Contents and Style of the Exhibition 
(1) Sections  
The exhibition was divided into six sections that were planned to interlink 
in order to explain what industrial designers do within development and production 
of objects. The overall exhibition design was co-ordinated by Terence Conran. The 
design and graphic layout for each section was divided between a team of Keith 
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McDowall297 and David Varley of the Central Office of Information and that of 
Rodney Fitch and Ronald Barker of the Conran Design Group.  
The first section ‘Design Education’ was to explain the definition of 
industrial designer and to demonstrate the role of industrial designer in a creative 
team for design development. In order to show how the industrial designer was 
trained in Britain, it featured the courses and curriculum of four leading institutions 
including the textile department of the Central School of Arts and Crafts in London, 
the Department of Design of the Kingston School of Art and the School of Design at 
the Ford Motor Company Limited. The second section ‘Design Offices’ illustrated 
how industrial design operated in different working environments. The Design 
Research Unit, F.H.K. Henrion and his design office 298 , Robin Day, Richard 
Stevens,299 Jack Howe and David Mellor300 were selected as Ken Bayne’s case study.  
                                                 
297
 Mcdowall, Keith Desmond (1929 - ) worked in South London Press between 1947 and 1955 and in 
Daily Mail between 1955 and 1967. He then worked as Managing Director at Inca Construction (UK) 
Co. Ltd between 1967 and 1969. He served on government information service in various departments 
from 1969 for a decade.  ‘McDOWALL, Keith Desmond’, Who's Who 2009, A & C Black, 2008; 
online edn, Oxford University Press, Dec 2008. 11 Jan 2009. 
<http://www.ukwhoswho.com/view/article/oupww/whoswho/U25565> 
298
 Henrion, (Frederick) Henri Kay [formerly Heinrich Fritz Kohn] (1914–1990), graphic designer, 
was born at Nuremberg, Germany. David Gentleman wrote in the biography of Henrion that in 1936 
when he came to England, he “set to work in this country making posters and designing a notable 
exhibition for the Modern Architectural Research (MARS) Group.” During the war, he worked for the 
Ministry of Information and created ‘simple and telling photomontage posters’ with messages of war 
propaganda.  In 1951, he designed Agriculture Pavilion and Country Pavilion for the Festival of 
Britain. At the same year, he founded his own consultancy, Henrion Design Associates. Woodham 
wrote that he was “one of the most important designer in Britain in the development of corporate 
identity design … played an important role in British graphic design education.” His clients included 
British European Airways (BEA), KLM, London Electricity, Girobank, Fisons, the Festival Hall, the 
National Theatre, and the Post Office. David Gentleman, ‘Henrion, (Frederick) Henri Kay (1914–
 182 
The third section ‘Goods for Office, Factory, Hospitals and Schools’ (Figs 
3.7, 3.8) was composed of the displays of goods used in offices, factories, hospitals 
and schools, some with all important case studies to show how the products were 
developed or improved through various design processes and what industrial design 
could achieve during the whole process of development. Most of heavy machinery 
was shown as small models accompanied by photographs, drawings and descriptive 
panels of design process. There were five office room displays under the sub-heading 
of Accountant, Typing Unit, Clerical Unit, Drawing Office, Works Manager’s 
Office.  
The fourth section ‘Goods for the Home’ included consumer products for 
the home environment. It included some case stories as well as electrical equipment 
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without case stories. As it was mentioned previously, the display of the section was 
reduced to minimum showcases. The usual room-setting displays, a popular method 
of showing consumer products in domestic environments, was totally scrapped by 
the Soviet organisers, as already clarified.  
The fifth section ‘Transport’ (Figs 3.9, 3.10, 3.11) dealt with case stories of 
the development of railway, airplane and automobile design. The British Railway 
modernisation project, carried out from 1955 by the British Railway Board, was 
detailed for the exhibition with exemplary stories. The last section of the exhibition 
was to explain the purposes and activities of the Council of Industrial Design. It 
included the products that had been granted Design Awards in 1964.  
A special edition of Anglia that dealt with design matters, was published in 
parallel with the exhibition.301 (Fig 3.12) The front cover of the issue featured a red 
Mini Minor designed by Alec Issigonis, whose article on the development of the car 
also was published in the magazine. A colour plate inside the issue (Fig 3.13) shows 
a collection of photographs of British design products introduced in public service: 
newly designed train seats and a train interior for the British Railway authority, a 
new public telephone kiosk on trial, a new GPO telephone that won the Design 
Centre Award in 1963 for its “straightforward, well integrated solution to a complex 
engineering problem”, 302  a linking/stacking chair that also received the Design 
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Centre Award in 1963, and Dimex ceramic tiles that won the award for their 
durability for indoor and outdoor use and texture and visual effects of the surface in 
1962.303   
Assessing the contents of the exhibition confirms that this exhibition was 
indeed created to achieve a particular aim, that is, to educate a Soviet audience about 
the concept of industrial design and designer, as Soloviev had requested. During 
1920s and 1930s, the concept of industrial designer as an independent profession was 
established by American designers such as Walter Dorwin Teague, Raymond Loewy, 
Henry Dreyfuss and Norman Bel Geddes. They were not only able to demonstrate 
their ability to solve specific problems in various contexts but also to create a style, 
streamline, embodying American dynamism and modernity.304 In 1944, the Society 
of Industrial Designers was founded in New York to improve the status of industrial 
design as profession and from 1949 it published an annual publication called US 
Industrial Design as a showcase of its members’ works.305   
Efforts to create a profession and raise the status of industrial designer 
among the public and industry had been made in Britain in the 1930s as seen from a 
flurry of official activities: the foundation of the Society of Industrial Artists in 1930, 
Gorell’s report on Art and Industry in 1931, the establishment of the Council for Arts 
and Industry in 1933 and a National Register of Industrial Art Designers in 1936. 
The Royal Society of Arts created a new faculty for Designers for Industry, which 
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was upgraded to Royal Designers for Industry in the following year.306 However, it 
was not until the 1950s that the role of the industrial designer began to be considered 
as a proper profession through the work of various successful designers, such as 
Milner Gray and Misha Black of the Design Research Unit for multi-skilled design 
consultancy, Ernest Race and Robin Day in the furniture industry. The CoID also 
continued to promote the role of designer in industry through their activities and 
publications.  
If consumer products became increasingly carriers of the names of 
industrial designer, nonetheless, the involvement of industrial designer in 
engineering products was slow and far less visible. In an article published in 1965, 
W. H. Mayall,307 who joined the Industrial Division of the CoID in 1959, discussed 
the division between industrial design and engineering design and the slow 
acceptance of industrial designer to engineering field: 
 
The problem is extended by the introduction of industrial design 
concepts into engineering- ergonomics and machine aesthetics. These 
subjects … are not always shunned merely because they are regarded 
as unimportant, but because they represent a further complication, an 
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additional problem to be coped with.308 
 
He urged ‘a greater realisation of the wholeness of design’ in all involved for better 
looking and smooth running products and the achievement of industrial efficiency 
and machine aesthetics.  
In his article featured in Anglia, mentioned earlier, Misha Black explained 
design education in the Department of Industrial Design (Engineering) of the Royal 
College of Art. He defined the role of industrial designer as a medium between 
machine and human: 
 
It is no longer sufficient for an engineering product … only to be 
mechanically and electrically efficient and economic in production: it 
must equally be convenient to use, easy to maintain and designed so 
that its outward form, finishes and colour directly express its technical 
efficiency.  
Relating the machine … to the physical, social and emotional needs of 
the operator is the special function of the industrial designer in the 
engineering industries.309  
 
In his article from the same magazine, Jack Howe emphasized the social 
responsibility of the industrial designer as reformer “to make life better, fuller, easier, 
and less drab”.310 He listed creative thinking, teamwork and involvement with other 
departments in production as the basic requirements for industrial design. Black and 
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Howe’s visions for industrial design in engineering and technology were the 
reflection of an important shift in design practice and approach after the Second 
World War, summarized in Woodham’s words: 
 
There was a clear move away from faith in the primacy of intuition 
and individuality towards the recognition that the increasingly 
complex problems of an increasingly technologically-dependent 
society could only be solved by a coalition of a range of skills and 
expertise.311  
   
Many design consultancies were set up to combine individual skills and knowledge 
across various areas of design practice and the notion of teamwork amongst 
designers, engineers and scientists was highlighted. The training and education 
system of industrial designers and their roles, in particular concerning the 
engineering field, were intensely discussed in the late 1950s and 60s by designers 
and design reformers including the staff of the Council of Industrial Design.  
What was deliberately neglected in this Moscow exhibition was the 
commercial context of industrial design and designers. The relationship between 
design, commerce and trade has been one of the key factors in development of 
discussion and promotion of design in industrial and capitalist environments. The 
status of design and the designer’s role in industry cannot be discussed without 
considering how the designed products perform in the retail market and the slogan 
‘good design is good business’ was vigorously campaigned by the CoID and its 
supporters. This commercial aspect of design within competitive capitalist society 
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was not compatible with the state socialist system of control of industry, the system 
in which the booklet was distributed and in which the exhibition was held. A 
commercial context, therefore, was carefully avoided in the contents and the 
publicity of the exhibition.  
Another prominent sector of the exhibition was the display on 
transportation. A considerable amount of the display space was allocated to British 
government-funded projects such as railway modernisation and airport development. 
Models of various locomotives made for the British Railways Board were displayed 
together with mock-up of a passenger carriage, a model of a toilet compartment, and 
a model of a linesman’s plastic hut. The display objects were supported by case 
histories that were to explain the design process. It seems that the most of texts and 
graphics were drawn from several articles on the modernisation of British Railway 
since 1955 that appeared in Design, especially the special feature article on the 
design policy of the British Railway Board published in 1963.312 This section also 
features new and technologically innovative products such as Moulton Deluxe 
Bicycles and Austin Mini.     
Public sector design in Britain in 20th Century can be traced back to the 
1930s when Sir Stephen Tallents of the Post Office recruited designers and artists for 
public relations projects and individual commissions.313  About same time, Frank 
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Pick of the London Passenger Board adopted and practiced an unprecedented 
progressive design policy and accomplished the visual form of modernity, shown for 
example in Underground Tube Stock of 1937.314 London airport designed by the 
British Airport Authorities315 and the Ministry of Public Building and Works projects 
including design of the road and motorway signage system by Jock Kinneir and 
Margaret Calver between 1957 and 1967 316  are all examples of public design 
initiated by the British government. The state and its design policy with a central 
programme, public funding, and non-profitability created a set of conditions 
practically same as those in the Soviet Union and communist world. 
From the late 1950s, interest in capital goods and engineering industries 
began to emerge from the shadow of consumer goods. There was a strong demand 
for the extension of the activities of the CoID to include the engineering. The Annual 
Report of the CoID in 1959-60 assessed the Council’s effort to promote a modern, 
imaginative British design image. In particular, the need for better publicity for 
engineering goods and capital goods was highlighted as ‘even more important to the 
export trade’ than consumer products.317 It is important to note that the CoID stressed 
the significance of the British Design Exhibition in Moscow, which was heavily 
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concentrated on capital goods and technological developments, in the context of its 
growing plan of closer involvement with engineering and technology. The Annual 
Report of the CoID in 1964-65 states that:   
 
Though the Council is well aware that the main contribution to 
Britain’s export is made by manufacturers of capital and engineering 
goods … it nevertheless has always firmly believed that time, effort 
and funds spent on trying to improve standards of design in these 
lighter industries will continue to be well spent. A reputation for 
backwardness in these fields can, however unjustly, spread to others 
and even the most modern technological industries may suffer 
indirectly from out of date images created by less progressive 
companies in statistically less important industries.  
The Council is however also increasing its activities in the engineering 
field not only because of the importance of engineering to the 
economy but because capital goods of many kinds stand to gain a 
great deal from a proper understanding and acceptance of the 
industrial designer’s role.  
It was one of several reasons for the Council welcoming an invitation 
through the Foreign Office to stage a substantial exhibition in 
Moscow.318 
 
The Annual Reports of the CoID from 1957 focused on overseas exhibitions 
as an effective publicity tool through which to establish Britain as modern, design 
conscious country functioning in the international market. To promote and sell such 
contemporary ‘good design’, it was urgent for Britain to establish her reputation for 
modern thinking and design, as well as showing off her traditional specialities on the 
European and other markets. The difficulty faced by the CoID during the selection of 
exhibits for overseas exhibitions was the conflict between an image of Britain as ‘a 
country producing well-designed modern things’ which the Council had been 
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promoting, and that of an alternative image of Britain as a country maintaining its 
long and glorious traditions. Reproductions or patterns and designs based on 
traditions were well known to foreigners and popular among overseas buyers. The 
CoID was confident that its view of the ‘modern face of Britain’ could complement 
her long-established traditions and this twinning of identities would help the success 
of products and British industries in a long run. One of ways to achieve this purpose 
was, therefore, to publicise the highest standards of modern British design overseas 
and particularly in the European market.  
While the CoID carried on the active promotion of modern British 
contemporary consumer goods through various trade fairs and especially through 
cooperation with the Board of Trade in holding British Weeks in many different 
countries from mid 1960s, the strategic importance of promoting engineering and 
technology industry at the CoID was increased. The sales of technological equipment 
and machine tools were performing better in the export trade, therefore, support for 
and development of the industry was in the interests of the CoID itself. However, a 
CoID report about the British Exhibition in Moscow, written afterwards, reveals that 
it was difficult for staff to find suitable case histories in certain sectors, particularly 
hospital equipment and machine tools. 319  This recognition of the shortage of 
information about engineering and capital goods’ companies and the obvious need 
for more research and better publicity, was reinforced by the publication of several 
reports, including the Fielden Reports on Engineering Design in 1963 and the 
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Conway Report on An National Design Council in 1968 and eventually led to the 
structural reformation of the CoID to the Design Council in 1972. 
The shift of paradigm in the CoID was not isolated from debates on social 
and cultural implication of science and technology from the late 1950s leading up to 
the election of Harold Wilson as Prime Minister.320 Although British scientists were 
involved in outstanding inventions and developments since the Second World War 
and certain aspects of British everyday life were increasingly affected by the 
scientific and technological advancements, the credentials of science and technology 
in the British national culture were not necessarily assured. It was the subject of C. P. 
Snow’s ‘two cultures’ debates in 1959, when propositioned scientific culture being 
more rigorous, conceptual and for the future in opposition to literary intellectualism. 
This was reinforced and politicised by Harold Wilson in his speech at the Labour 
Party Conference at Scarborough in 1963 calling for Labour ‘to embrace the cult of 
the new, to harness ‘the white heat of a second industrial revolution’, to modernize 
and re-equip their society’. The Ministry of Technology was set up and in 1964 
scientific studies in British universities were promoted by the expansion of higher 
education. Kenneth Morgan suggests that this campaign for the wider political and 
social implication of science and technology coincided with a current analysis that 
British scientific inventions were not transferred effectively to manufacturing 
industry.     
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(2) The Style of the Moscow Exhibition 
Several photographs of the exhibition from the Design Council Archive 
show how the exhibition was visually constructed. Considering the educative and 
engineering oriented subjects and the diversity of the range of products, Terence 
Conran designed the exhibition space with the consistency of simple style and 
flexibility of structure. As mentioned earlier, the given exhibition venue with its 
flamboyant decorative scheme, was totally revamped into a simple and clean space. 
(Fig 3.8) The modular system of white panels was chosen through out to erect 
display walls and to divide space for the different sections. (Fig 3.10) On the walls, 
several panels of long captions explaining case histories and photographs of the 
related products were hung. They were accompanied by the actual products or, in 
many cases of engineering machines and transportation, by the models. This is 
clearly instructive and educative and also intended for serious intellectual 
investigation rather than a casual glance at display products. As Catleugh, one of the 
designers from the Conran Design Group noted, the overall effect of the display is 
“fresh and clean and very cool and technical”.321 It represented a visual implication 
of rationality and scientific and technological efficiency.   
This design intention of simplicity and technological modernity is clearly 
illustrated in a photograph of the exhibition entrance. (Fig 3.14) The black and white 
photograph vividly captures the simplicity and the integrity of the visual images used 
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in this exhibition. The decorative details of the main pillars of the venue were 
covered into smooth plain surface and the exhibition poster was hung between them. 
The poster featured a drawing of an eye, a hand, and a spring-bow drawn in a simple 
and abstract way. The same design was used for the cover of the exhibition 
catalogue. (Fig 3.15) Catleugh complained about the poster design created by the 
Central Office of Information, because he thought it was not coherent with their 
exhibition design. 
 
The motif itself used the sort of heavy handed symbolism that the 
Russians might be expected to use themselves. This is quite apart from 
the fact that the drawing of the hand, the eye and the spring-bow could 
be very much improved to make it read as a much more interesting 
visual shape.322  
 
It may be that the design of the poster was evocative of Russian Symbolism as he 
claimed. The effect shown in the photograph, however, is exactly what the design 
team wanted to achieve- clean and technical looking, modern and almost abstract.  
Ken Baynes’s comments on the exhibition design summarise the design 
aims. He wrote that “The design of the display is reticent: it is intended to be a 
simple framework for the material, rather than something which obtrudes and 
becomes more important that what is being communicated.”323 It may be inevitable 
that the exhibition was described “a little bleak” due to the nature of the exhibits, 
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mostly heavy engineering products with an extensive use of black and white 
photographs accompanied by long captions.324  
 
3. Response to the Exhibition 
Unlike the British Trade Fair in 1961 that attracted huge press reports, ‘The 
Role of Industrial Design in British Industry’ received little British press attention. 
The Times had a short article about the exhibition, which gave a brief introduction 
and attendance figures of 100,000 for the period of its opening.325 Despite the efforts 
of the CoID, press interest and publicity for the CoID’s overseas exhibitions in 
Britain was often low key, partially due to the CoID’s limited budget and partially 
the priorities of press reports on the ‘grandiose image of traditional Britain’.326 The 
Board of Trade Journal also published a brief summary of the aim and contents of 
the exhibition, with no further evaluation. 327  It is possible to speculate the 
explanation for this. Firstly, because this exhibition was in principle the Foreign 
Office’s interests, the Board of Trade may have avoided comments on it. Secondly, 
and more importantly, regardless of the CoID’s tireless efforts to promote design 
ideology in the governmental circles, a design exhibition of this kind may not have 
been perceived important to the Board of Trade’s agenda when it was separated from 
the notion of trade and export.  
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The reaction of the Soviet side was largely positive. The Soviet officials 
were complimentary and thought the show a success. English translations of the 
reviews of the exhibition published in Soviet papers, gathered and translated by the 
British Embassy in Moscow reveals that the most of reviews were appreciative of the 
intention and style of the exhibition:  
 
The British show a high level of finished product. Every product … 
creates a good impression because of the evidence of the mastery of 
detail and the care taken over the finish. … Britain’s experience in this 
field could be interesting for us insofar as much government interest is 
being shown in our country in the question of technical aesthetics and 
design.328 
 
Another reviewer wrote about the atmosphere at the exhibition:  
 
The exhibition has a business like atmosphere and the many visitors 
are also treating the exhibition in a business like way. I spent nearly a 
whole day at the exhibition and did not once met anyone standing 
before an exhibit with his mouth wide open, without a thought in his 
head. I was pleased to see that many of them had pencils and 
notebooks in their hands.329 
 
Most of comments from the Comment Book used the words “interesting, useful, 
instructive, well-arranged” and were supportive of the idea of industrial design 
shown at the exhibition.  
                                                 
328
 1005/107/2, Translation of an article published in Trud, 21 August 1964 
329
 1005/107/2, Translation of an article “Tastes Differ” published in Ekonomickeskaya Gazeta, 5 
September 1964.  
 197 
              One article written by L. Zhadova and published in a Soviet magazine, 
Technical Aesthetics expressed a slightly different opinion. Commenting on a 
symposium that accompanied the exhibition, in particular D. Reed’s speech on 
industrial design of consumer goods, Zhadova readily pointed out the different 
approaches to industrial design in capitalist countries, the styling and reflection of 
‘bourgeois class conscious attitude’ from those in the Soviet Union and the 
transformation of material environments for enhancement of ‘spiritual life’ of 
humans. The author also asserted that the consistency of traditional form and its 
evolutionary character was the best quality in contemporary British industrial 
products. 330  Again, tradition and quality of British industrial goods were 
highlighted.331  
To conclude, this case study of ‘The Role of Industrial Designer in British 
Industry’ explores the political, economic and cultural meanings of the design 
exhibition in the context of the Cold War during the 1950s and early 1960s, in 
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particular, the cultural and economic relationship between Britain and the Soviet 
Union. Unlike the progressive and comprehensive cultural propaganda of the 
American National Exhibition in Moscow in 1959, the ‘The Role of Industrial 
Designer in British Industry’ focused on design subjects with a ‘how-to-do’ style 
exhibition that also emphasized scientific and technological developments in 
engineering design and capitalist goods. Less impeded by usual trade and export 
purposes that were apparent in the British Trade Fair in Moscow in 1961, the CoID 
was able to convey the rational, scientific and utilitarian implications of modern 
industrial design through the contents of the exhibition and the style of display. It 
may be that ‘The Role of Industrial Designer in British Industry’ is the purest 
representation of the CoID’s vision of good design.           
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Fig 3.1 Scenes from the American National Exhibition. Moscow 1959. Crowley, 
David and Jane Pavitt eds. Cold War Modern Design 1945-1970. London: V & A, 
2008. 155. 
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Fig 3.2 A model for the two pavilions for the British Trade Fair, Moscow, 1961. 
Design 145. 67. 
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Fig 3.3 Models and stands at the British Trade Fair, Moscow, 1961. Board of Trade 
Journal 180.3347 (1961). 1117. 
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Fig 3.4 Entrance to the Board of Trade exhibition at the British Trade Fair, Moscow, 
1961. Board of Trade Journal 180.3347 (1961). 1113. 
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Fig 3.5 A view of entrance of a pavilion in the USSR Economic Achievements 
Exhibition (VDNKh) used for ‘The Role of Industrial Design in British 
Industry’, Moscow 1964, before alteration. Design Council Archive. 
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Fig.3.6 A view of display of a pavilion in the USSR Economic Achievements 
Exhibition (VDNKh) used for ‘The Role of Industrial Design in British 
Industry’, Moscow 1964, before alteration. Design Council Archive. 
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Fig 3.7 A view of ‘Goods for Office, Factory, Hospitals and Schools’ section at ‘The 
Role of Industrial Design in British Industry’, Moscow 1964. Design Council 
Archive. 
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Fig 3.8 A view of ‘Goods for Office, Factory, Hospitals and Schools’ section at ‘The 
Role of Industrial Design in British Industry’, Moscow 1964. Design Council 
Archive. 
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Fig 3.9 A view of ‘Transport’ Section at ‘The Role of Industrial Design in British 
Industry’. Moscow 1964. Design Council Archive. 
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Fig 3.10 A view of ‘Transport’ Section at ‘The Role of Industrial Design in British 
Industry’. Moscow 1964. Design Council Archive. 
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Fig 3.11 A view of ‘Transport’ Section at ‘The Role of Industrial Design in British 
Industry’. Moscow 1964. Design Council Archive. 
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Fig 3.12 Cover of Anglia: A Magazine of life today in Great Britain 11 (1964). 
Design Council Archive. 
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Fig 3.13 Colour inset of Anglia: A Magazine of life today in Great Britain 11 (1964). 
Design Council Archive. 
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Fig 3.14 A view of entrance of a pavilion in the USSR Economic Achievements 
Exhibition (VDNKh) with exhibition poster for ‘The Role of Industrial 
Design in British Industry’. Moscow 1964. Design Council Archive. 
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Fig 3.15 Catalogue of ‘The Role of Industrial Design in British Industry’. Moscow 
1964. Design Council Archive. 
 
 
 214 
Chapter 4. Selling Britishness: CoID’s Retail Exhibitions and 
British Weeks 1958-1971 
 
 
This chapter deals with the commercial exhibitions including retail 
exhibitions overseas organised by the CoID and the British Weeks sponsored by the 
Board of Trade and supported by the Central Office of Information and the Foreign 
Office between 1958 and 1971. The CoID participated in the British Weeks by 
mounting prestigious design exhibitions with commercial implications. The case 
studies will be drawn from the retail exhibitions and design exhibitions organised by 
the CoID and from the British Weeks devised and executed by the Board of Trade as 
promotion for the British export trade.  
As seen in Chapter 2, disseminating modern forms of British design to 
commercial sectors and retailers had been one the most primary purposes of the 
CoID from the early period of its activities. The CoID encouraged British retailers to 
make displays of new modern design goods and stock them in their shops for the 
public to purchase. This idea of using retail premises through which to display and 
educate the public about modern design product development by the CoID was 
gradually expanded to an international level. From 1964, the Board of Trade 
revamped British Weeks into aggressive commercial promotions of British consumer 
products in foreign countries through the latter part of 1960s. These British Weeks 
featured various commercial and cultural events to enhance the presence of British 
products and create a festival atmosphere in the chosen places. Although beginning 
as strictly commercial ventures, the focus of British Weeks gradually shifted towards 
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the cultural and political. Investigations and assessments of the CoID’s exhibitions 
and British Weeks will illuminate several important issues in this thesis: 
commerciality of design and culture and the projection of British national identity.  
 
1. CoID’s Retail Exhibitions 
In 1958 at the dawn of the European Free Trade Area332, Paul Reilly, then 
Deputy Director of the CoID, wrote: “We have an old tradition – there is none finer- 
but unless we can school ourselves to create something new with it, it will avail us 
nothing. We shall find ourselves edged out of and squeezed out of market after 
market as the new world takes over from the old.”333 He asserted that it was urgent 
for the British manufacturers to develop new modern designed products for this new 
European market in order to survive the competition from other European 
manufacturers, domestically and internationally.  
The CoID’s emphasis on its contribution to the improvement of the British 
economy, and in particular, to the increase of export trade, was stressed from its 
beginning as an institution supported by the Board of Trade, as this study has already 
shown. Exhibiting British design products, especially modern British consumer 
products, in international exhibitions and trade fairs became a symbolically important 
activity for the Council in order to ensure its own survival as an institution with 
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financial support from the British government. In this context, the CoID intended to 
utilize retail exhibitions of modern consumer products within its whole overseas 
exhibition program and promoted the potential economical benefits from these 
events to British industries. Their intention was highlighted by several articles about 
the CoID and its activities published in Board of Trade Journal during the 1960s, 
directly targeting the government officials in the Board of Trade.334 Design also 
published several articles about the status of British design in products for export and 
the current perception of British products and their design in foreign markets.335  
The CoID’s efforts to discover and promulgate modernism in British design 
had been resisted when set against the popularity of traditional ‘English’ or ‘British’ 
character in British products because these were familiar to overseas buyers and the 
public. Quality, durability, craftsmanship and traditional design were counted as 
primary characteristics for British products amongst international buyers and the 
public and many British manufacturers still relied on these conservative 
characteristics of British design for their sales abroad. This was illustrated in a Dutch 
retailer’s perception of British products: 
 
There is definitely little knowledge in our country of English 
achievements in modern fields; English business enterprises have 
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given little or no publicity to modern products in our markets; neither 
have English firms made efforts to get acquainted with the specific 
preferences of Dutch clients.336 
 
This close association with tradition in British products that were obviously 
the sources of national pride was deeply problematic for the CoID’s modernist 
design agenda. In an editorial comment on the ‘British Trade Fair’, held in New 
York in 1960, Paul Reilly outlined the dual images of Britain and British design that 
he felt should be projected through the display of the ‘British Trade Fair’: 
 
This bold adventure, the largest display of one nation’s industry ever 
staged within the borders of another, sets out to do two things: first to 
show that Britain is still in the vanguard of scientific and 
technological progress; second, that, although she is a modern 
industrialised community, her roots go deep. It is this second theme 
that is the more difficult to handle. One has to tread warily between 
the twin temptations of presenting either a picture of period fancy 
dress or else something so fresh and imaginative that our friends 
across the Atlantic might not recognise us at all.337 
 
The conflict between the CoID’s intention of publicizing modern design and 
overseas demands for traditional and conventional British products in the selections 
for the overseas exhibitions was recognised inside the CoID. As shown in the Annual 
Report 1957-58, the CoID was concerned with this problem and decided to take 
actions to overcome it. Their first action was to spread the influence of the Design 
Centre into different regions in order to create a home market demand for modern 
British design. Secondly, it was agreed that the CoID should mobilize all its ability to 
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make known ‘the highest standards of modern British design’ to the overseas public 
and buyers. Thirdly, it was agreed that the Council would widen its contacts with the 
engineering industry and offer the full services of the Council to this industrial 
sector.338 Although all these issues are interrelated, it is the second action concerning 
the overseas market that will be the focus in this chapter.  
The Annual Report of the CoID in 1960-61 dealt with this issue again:  
 
This arises particularly in those industries with long histories and old 
established traditions or conventions, for it can often be demonstrated 
that the bulk of exports from these industries are in reproduction or 
traditional patterns whereas the Council tries to select for its overseas 
displays the best of the modern, imaginative current design, with 
reproductions introduced only occasionally to point a theme or to 
show a range of skills. The Council has been much criticised in certain 
industries for its concentration on modern work, but it is convinced 
that this has been and is the right policy, since design is a creative and 
not a repetitive activity.339  
 
The Council’s rhetoric about the value of representing modernity of British design 
and projecting a forward-looking contemporary image of Britain was repeated on 
several occasions through the Annual Reports and Design magazine.340 The CoID 
stated clearly its key aim: 
 
What Britain needs today is a new international reputation for good 
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contemporary design to complement her widely recognized traditional 
specialties. The Council’s selection for overseas exhibition must 
therefore continue to reveal this more modern face of Britain in 
answer to the powerful appeal of our modern-minded competitors in 
Europe and elsewhere.341  
 
The organization and processes of retail exhibition was decided and key 
issues were taken into consideration. Foreign shops or department stores that wished 
to have displays of British design products would be able to choose goods preferably 
from the Design Review, with assistance from the CoID on two conditions. Firstly 
retailers should order substantial amounts of products as stock, in order that sales 
could be made during and after the display. Paul Reilly wrote, “We are not interested 
in prestige displays with no sales follow-up.” 342  Secondly all the cost for 
transportation of goods and display materials and the erection and dismantling of 
exhibitions should be paid by host retailers. This retail activity was considered to be 
self-supportive, preferably at little cost for the CoID. 
The CoID wanted to retain influence on selection through the arrangement 
of sample displays for foreign agents and buyers of stores involved and through the 
use of the Design Review, leaving the final selection of exhibits for display in their 
hands. But this meant that there could be considerable dangers if the CoID failed to 
exclude goods which were supposedly below the CoID’s standard and taste. To make 
the matters worse, the lack of finance from the CoID or the Board of Trade to 
support these events kindled the CoID’s anxiety over the standards of these exhibits 
and displays.  
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To keep control of the style and standards of display, Philip Fellows343, 
Exhibition Officer of the CoID, came up with the idea of making a prefabricated 
packaged exhibition, demountable and transportable. For the countries 
geographically near Britain, such as Western European countries, a prefabricated 
packaged exhibition could be designed and constructed in Britain and then 
transported to the display site for installation. For further-away countries, such as 
Australia or Canada, blueprints of exhibitions would be drawn for the construction 
on exhibition sites. The idea of lending prefabricated transportable display units to 
stores was however quickly abandoned as it was realised that this was bound to be 
too expensive to run and impractical to circulate and repair.344 In some cases when 
budgets were allowed, staff from the CoID was sent out to oversee the handling of 
exhibits and displays, in an effort to assure satisfactory results from the CoID’s view. 
The organisation of the majority of retail exhibitions, however, was left in the hands 
of display managers or senior staff of host retail stores and therefore there was 
always a danger that the contents and effects of displays might become 
unsatisfactory in the CoID’s eyes.  
Between 1958 and 1972, twenty-six retail exhibitions were organised. This 
represents about twenty percent of the whole overseas exhibitions programme, 
conducted by the CoID. The geographic distribution of the events was heavily geared 
towards Western Europe, occupying one half of the retail exhibitions. The countries 
involved were Belgium, Italy, France, Finland, the Netherlands, Norway, 
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Switzerland and West Germany. Outside of Western Europe, three exhibitions were 
held in African Commonwealth countries – one toured from Ghana to Nigeria, one 
each in South Africa and Southern Rhodesia. North America took five exhibitions, 
four in the U.S.A. (twice in New York City, one each in Miami and in New Orleans) 
and one in Canada. For the rest of the world, there was one exhibition held in Israel 
and four in Japan. The majority of retail exhibitions were on a rather small scale with 
usually less than hundred exhibits and were often paired with prestigious special 
exhibitions or with bigger promotions such as British Weeks.345  
The first retail exhibition was ‘Designs of the Year 1958’, staged in the 
department store of A/S Sundt & Company of Bergen, Norway. According to a 
remaining file in the Design Council Archive 346 , twelve exhibits out of twenty 
products that received the Design Centre Awards in 1958 were chosen by Mr. 
Gerhardt Sundt, Managing Director of A/S Sundt & Company on the merit of their 
suitability for the Norwegian market. The Design Centre Awards set up in 1957 were 
given to what was considered the best British products with ‘outstanding design’ in 
production. Each year the awarded products were displayed at the Design Centre and 
featured in Design. In terms of the promotion of the CoID’s modern British design, 
the Design Centre Awards represented the ideology of the CoID on good design and 
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modernism and therefore displays of the Awards were continuously circulated in 
different regions in Britain and abroad alike.347  
Two windows of the shop were used for their display and “a very attractive 
presentation was achieved with various colour groupings.”348 A photograph of one of 
the window displays (Fig 4.1) reveals how the exhibits were presented, although it is 
not possible to see the colour arrangements. In the middle, was the Taperback 
occasional chair designed by J. N. Stafford for Stafford Furniture Ltd., which has a 
similar look to the Antelope chair designed by Ernest Race, and a suitcase from the 
Prestwick range designed by K. H. Paterson for S. E. Norris and Co. Ltd. A 
photograph of a room furnished with modern domestic products was hung behind the 
chair in the middle and the Minister printed textile designed by Humphrey Spender 
for Edinburgh Weavers and the Vision net lace designed by F. G. Hobden for Clyde 
Manufacturing Co. were hung at the side. Behind the suitcase, a photograph of a 
Gold Seal baby bath designed by Martyn D. Rowlands for Ekco Plastics Ltd. was 
hung and a couple of Vistavu slide viewers made by Rank Precision Industries Ltd. 
were displayed on a shelf. The displayed products could be purchased in the store, 
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which was the key point of retail exhibition. It is not certain that the display was 
organised directly by a member of the CoID or solely done by staff of the shop. 
Nevertheless, the use of square frame display units and photographs of products as 
well as the no-fill, straightforward, and clean image of the display reflects commonly 
adopted display methods by the CoID in other retail exhibitions.   
The number of retail exhibitions grew rapidly and steadily, starting from 
eight exhibitions in 1959. In 1959, the Kingsway Department stores in Accra, Ghana 
and in Lagos, Nigeria349 hosted Design Centre exhibitions under the title of ‘The 
Design Centre Comes to Ghana and Nigeria’. The proposal for this exhibition was 
prompted after the visit by a Ghanaian delegation to the Design Centre in London in 
June 1959 and the display was considered to be a good form of national promotion in 
conjunction with the Queen’s visit to Ghana in November of 1959. It was said that 
the exhibition in these African commonwealth countries would be worthwhile 
because of the rise of a new upper class consumer with distinctively modern tastes 
and the need to counteract the growth of new competition from other European 
countries in these traditionally strong British markets.350 
Whilst James Noel White351 of the CoID went to Ghana to oversee the 
exhibition process, the erection of the exhibition was largely left to the hands of L. S. 
Day, display manager of the Kingsway Department store. In White’s opinion, the 
display looked monotonous because the selected products chosen from the Design 
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Index by store buyers in London were too conservative and not exciting. White 
reported that the standard of the fittings and ceiling of the shop was similar to that of 
regional stores in Britain and therefore the similar display methods were used in this 
exhibition. He also reported that there were problems with deliveries, captions and 
insufficient stock. He then mentioned rearranging exhibits to avoid monotony of the 
display.352 His impression of the display is confirmed by photographs in the Design 
Council Archive (Fig 4.2). The exhibits were placed on simple white square display 
units with little attempt of effective arrangement. It looks as if only minimum 
information about the products on display was provided and that the goods were left 
to sell themselves. In the photograph, a woman in Ghanaian fashionable dress is 
holding an iron, which indicates that this exhibition was clearly received as a shop 
display of British modern every day products rather than a prestigious display of 
museum or gallery.  
As usual, the CoID took the optimistic view of the commercial effect of this 
exhibition of modern design products by judging the taste of the Ghanaian upper 
class as being ‘aggressively modern’.353 However, the Board of Trade dismissed the 
CoID’s hopeful idea of any possible commercial results for British trade in Ghana 
from this exhibition. G. V. Marshall reported his opinion on the exhibition to an 
official in the Board of Trade: 
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No large business has resulted so far and indeed Kingsway would 
have been embarrassed had it done so since stocks were a little thin. 
However plenty of people agree that it was a good shop window for 
British goods and design and suitable adjunct to the programme of 
attraction for the Duke of Edinburgh’s visit. It is difficult to say 
whether the exhibition has been of any great educational value to the 
Ghanaians. The probability is that many of the more sophisticated had 
seen much the same before overseas, but it served a good purpose 
with the less travelled who looked in on the way to the cafeteria on the 
same floor and for the British expatriate it had its nostalgia.354   
 
What is evident, therefore, is that this display had more prestigious and 
educative value than commercial value. A royal visit by the Duke of Edinburgh 
during the period of exhibition added culturally prestigious meanings to this 
particular event and the presence of members of the Royal family became a more or 
less expected feature of commercial ventures of this kind in following commercial 
exhibitions and British Weeks.  
In 1959, Philip Fellows, Exhibition Officer of the CoID, proposed to make 
display units of photographs specially designed for overseas exhibitions in order to 
enforce uniformity and coherence within displays in overseas exhibitions. A series of 
vertical units of 7 foot 6 inches high were made to mount photographs. (Fig 4.3) 
What types of photographs were selected can be speculated from internal memos. 
Some photographs were produced as the result of Wyndham Gooden’s research on 
British tradition in design and the rest of photographs were to be composed of 
evocative of British scenes. Displayed together with modern design objects, these 
display units were to be used to demonstrate how British traditions in design could 
be transformed into modern products, or they could be used in display as 
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freestanding units to define the boundary of display. The cost of producing a set of 
display unit was estimated as £250 and running cost of transport and refurbishing for 
every show was £50.355 
These display units with mounted photographs were used in Switzerland for 
the exhibition at the Grand Magasins Jelmoli department store in Zurich in February 
1960 under the slogans of ‘That’s British at Jelmoli’ and ‘See Britain at Jelmoli’. 
Whilst no surviving visual documentation of this exhibition was found, several 
documents in the Design Council Archive contain detailed verbal illustration of the 
scene. In his letter to Erhardt of the Grand Magasins Jelmoli, Philip Fellows gave 
instructions on how to put the display materials together. The photographs of British 
traditional design objects were to be hung together with modern goods, such as 
cutlery, metal tableware, glass, furniture and pottery. The photographs of British 
scenes were to be used as background and they consisted of typical traditional British 
images of “Big Ben, Thames River showing the Tower and the Tower Bridge, 
Windsor Castle with Horse Guards, a black and white half-timbered house, typical 
old country village, close-up view of Highland piper.”356 It is intriguing that the 
CoID chose to display the images of traditionally renowned designs and typically 
tourism-related promotional themes. This display practice clearly demonstrates the 
power of tradition and heritage that was deeply imbedded in the idea of British 
design and the lure of these iconographical images of Britain in exhibition display. 
More significantly, this practice reveals that the CoID promoted the modernity of 
                                                 
355
 DCA 1005/45 Pt.1, Memos among Fellows, Reilly and Sudbery October 1959.  
356
 DCA 1005/45 Pt.1, Letter from Philip Fellows to Erhardt of the Grand Magasins Jelmoli, 22 
December 1959. 
 227 
British design through appropriating modern design in historical context, 
highlighting its root to traditional qualities. However, this display method ended up 
with marginalizing modern design objects, encroached upon by vast amount of 
traditional British clichés.   
Two detailed reports about the Swiss exhibition display reveal the extent to 
which traditional flare was dominant throughout the display themes and effects. A. 
W. A. Reeve of the CoID discussed the Design Centre exhibition in his report after 
his visit to the store in Zurich: 
 
Its clean limbed and modern appearance made it stand out clearly 
from the nineteenth century atmosphere of the rest of the Exhibition 
on this floor. About 20 exhibits were shown at this time with their 
display photographs in the way which we had originally planned. The 
furniture responded particularly well to the theme and the glass and 
pottery was also very good.357 
 
More products from the Design Index were displayed in the windows of the 
shop but, to his distress, Reeve saw them mixed up with many different products that 
did not belong to the Design Centre and with no credit to the Design Centre. The 
props and images used in the decoration and display to create “the nineteenth century 
atmosphere” included British travel posters, an “enormous model of Big Ben with 
recorded chimes ringing every hour”, “life-size but out-of-dated models of red 
guardsmen and gold tipped railings”. The overall effect of these were, to Reeve’s 
eyes, “gay and smart”. A portrait of the Queen and the Crown Jewels welcomed 
visitors while British Martial music and bagpipes played.  Three guardsmen and a 
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flower girl wandering around the exhibition were popular with the public. The 
special counters showing and selling British cheese and drinks did well commercially 
and so did an English pub and a fish and chip shop. Tradition, therefore, seemed to 
dominate, turning the exhibition into a type of pageant popular with a foreign public.  
Despite the commercial success of the whole event in Jelmoli, the 
commercial potential of the exhibits chosen from the Design Index and the Design 
Centre Awards was put in doubt. It was agreed that this had been a useful way of 
drawing the public into the store and of showing British modern goods, but the price 
of the products, one of the problems the British products had been facing for many 
years, proved again to be a serious problem for the CoID’s sales campaign of modern 
British products. For example, a Hille chair in the exhibition was sold at 70 Swiss 
francs in the Jemoli store, which was uneconomic compared with a chair of similar 
design from Yugoslavia at the retail price of 49 Swiss francs.358 The other problem 
was related to with exhibition itself. Erhardt of Jelmoli expressed to Reeve his 
critical view on the commerciality of the Design Centre exhibition: 
 
… the theme was a good one and excellent to arouse interest in an 
exhibition. But it was not good for selling. People studied the 
photographs, read the captions and did not think to buy the goods. His 
job as indicated to him by Aeverli had been to make people buy the 
goods and the theme we had devised did not help him to do this. As he 
put it “the first treatment devised was Efhardt, the display as it is now 
is the Design Centre”. In fact the goods had ceased to sell since the 
display was changed. He advised that the theme would be best used as 
hightlights to a much larger exhibition of Design Centre goods, 
displayed to sell and he thought we ought to insist on a larger backing 
stock for any products given this treatment. One of the difficulties had 
been that every time a product was sold he had to take away the photo 
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and rearrange all the display.359  
 
From this remark, it is possible to speculate that the CoID’s exhibition, particularly 
exhibition display must have carried more prestigious museum atmosphere or the 
effect of a tourist’s day out populated by pipers and flower girls rather than an 
environment conducive shopping.  
This mixed style of the Design Centre display can be traced in the 
photographs taken from ‘The Design Centre comes to Stockmann’s’ exhibition at Oy 
Stockmann in Helsinki in 1962. Oy Stockmann was one of the department stores in 
Finland, approached in 1957 by the CoID about holding British modern design 
exhibition and the store showed its interest instantly.360 Two photographs show the 
Fashion display (Fig 4.4) and the Kitchen and Utensil display (Fig 4.5). The Design 
Centre logo with an arrow and an eye was used together with ‘Council of Industrial 
Design Exhibition’ and ‘British Modern’ titles. Three mannequins, wearing smart 
fashion clothes stand against the enlarged photograph of a London street featuring a 
London bus with London police as background. Kitchen objects, such as pots and 
pans, coffee jug and cups in low display panels and tall shelves, were sparsely 
displayed and attention was given to the appearance of individual products rather 
than their function. This exhibition did not give any impression that these items were 
for sale in the store. The frequent use of tourist images of Britain, in particular 
London in this case, suggests that the exhibition could be interpreted merely as a 
window for ‘look’ of Britain and British culture and especially images of popular 
                                                 
359
 DCA 1005/45 Pt.1, A.W.A. Reeve, Report on visit to Zurich 23 February 1960. 
360
 DCA 1005/45 Pt.1, Letter from Paul Reilly to Gordon Russell 24 September 1957. 
 230 
tourism. Therefore, modernity or traditional qualities of the products on display 
might have been irrelevant for visitors, who might only purchase an image of Britain 
as ‘sign’ of the place through buying a British product. In this sense, the products are 
considered as souvenir, commodities of memory and experience.361 
This tension between prestigious effect and commercial sales within Design 
Centre exhibitions was again exposed during the ‘Ici Londre’ exhibition at the Au 
Bon Marché department store in Paris in 1962. This exhibition was also a mixed 
display of traditional and modern British goods and the CoID was involved with the 
modern section. Philip Fellows designed display units that were constructed by the 
staff of the Au Bon Marché. Miss Harries from the CoID went to Paris to overlook 
the preparation and display of the Design Centre section. Her report reveals that the 
Design Centre exhibition was clearly perceived as more prestigious than commercial 
by the French visitors and the department store’s sales staff alike: 
 
it was noticeable that there were fewer people in the Design Centre 
section, and I think that many customers thought that the objects were 
not for sale. (In fact I did hear one saleswoman say that a vase was a 
special exhibition piece, when I know that there were about a dozen 
others in stock. … I heard M. de Marnyx saying that notices must be 
put up saying that all goods were for sale, and I asked him to make 
sure they were discreet and suitable for the Design Centre stand.362 
 
The modern products shown in the Design Centre display evidently stood 
out amongst the other displays of traditional subjects. When M. de Bouille, Director 
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of Au Bon Marché and M. Lefort, Head of the Buying Department of Au Bon 
Marché made a visit to the Design Centre in London in preparation for the 
exhibition, they commented that the products shown in the Design Centre would be 
received by the French public as “ultra modern and international” and wanted to 
include more traditional designs that would be more easily accepted to the public in 
Paris. 363  To their disappointment, the French buyers could not find ‘suitable’ 
furnishing fabrics from the Design Index for this exhibition, that is, ‘a rather 
conventional traditional floral in glazed chintz’. The French organisers’ preference 
for traditional design in furnishing textiles was also reflected in the store’s own stock 
of furnishing textiles. Miss Harries found out that only one English fabric, a floral 
design from Sandersons, was included and that plain textiles without patterns were 
almost non existent.364  
This penchant for traditional images and products from Britain was reflected 
in the store’s window display. Enlarged engravings of the Thames with Big Ben and 
the House of Parliament were put as background, in front of which the replicas of the 
Crown Jewels were displayed with two figures of big guardsmen standing either side 
of the window accompanied by many other dolls of policemen, soldiers, marines. 
Harries thought that this display was ‘very colourful’ and recorded that it drew a lot 
of attention from passersby. Harries also mentioned the difference in the style of 
display shown in Design Centre section and that of the rest of the exhibition and the 
department store and concluded that: 
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We would only be likely to find a French store with a type of display 
approaching that of the Design Centre in some specialty shop, and that 
if we do manage to arrange further exhibitions in department stores in 
France we must be prerpared to be surrounded by a great deal of 
clutter and over-elaborations.365 
 
Photographs taken from the window display of ‘British Exhibition’ at 
Shirokiya department store in Tokyo in 1960 provides a visual illustration for 
Harries’s description of ‘Ici Londres’, confirming that the patterns of department 
store exhibitions persisted. (Fig 4.6) The distinctive images representing visually the 
myth of the military tradition and heritage of Britain and highlighting London as 
tourist destination had an irresistible promotional value for both foreign department 
stores and their publics as well as for the CoID regardless its wish to put modern 
characteristics at the front. It was not only the juxtaposition of traditional and modern 
subjects that created the contrast between the CoID’s exhibition and the whole store 
display. The prestigious, clutter-free and clean looking display of the Design Centre 
exhibition was very far from many department stores’ display method which featured 
heaps of products that shoppers could rummage through. (Fig 4.7)  
Matsumoto, director of the Shirokiya department store and Sori Yanagi366, a 
leading Japanese designer who visited the Design Centre in 1959, selected the 
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exhibits shown in this exhibition from the Design Index.367 According to a report 
from the British Embassy in Tokyo, this exhibition was a success with good visitor 
numbers over 35,000 and satisfactory sales results for items such as neck ties, 
handbags, kitchenware, sweaters and home spun woollen pieces, hand-operated 
vacuum cleaners and fountain pens. Kitchen utensils were praised in a couple of 
reviews of the exhibition published in Japanese newspapers.368 The quality, solidity 
and durability of these items were referred to the ‘sound nationality of the British 
people’.369 Yanagi called this ‘conservatism in a modern sense’ which the CoID 
interpreted as the ‘substantial quality of British design, the logic of its development’ 
shown in modern forms.370  
A different view on the exhibition and the exhibits was expressed by Hisaci 
Yamamoto, industrial design in Tokyo, in his letter to John Blake, chief editor of 
Design. He wrote that: 
 
Recently local department stores are frequently holding the exhibition 
and spot sale of foreign commodities in cooperation with department 
stores in Europe, with an additional aim of exchanging commodities, 
and the English Design Exhibition was deemed as one of those 
exhibitions. Moreover, PR was poor and the department store where 
the Exhibition was held was not suited for the exhibition of high class. 
Consequently, almost all of leading industrial designer failed to visit 
the Exhibition, for they did not know the selection of exhibited 
designs was made by the CoID.371 
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This remark illustrates the duality of the CoID’s retail exhibitions. Retail 
exhibitions were strictly commercial events where the hosting stores were 
responsible for the cost of exhibitions and consequently eager to profit from the sales 
of goods displayed at the exhibitions. Therefore the sales potential of the products 
were the biggest concern. However, when the exhibits were recommended by the 
CoID, these exhibitions were expected to be a prestigious showcase of the most well 
designed objects of highest quality, representing British modern design.  
Yamamoto recognised British design as an example of ‘conservatism in a 
modern sense’ in his account of its style as ‘quiet and solemn’ and ‘not spectacular, 
not gorgeous but orderly’. Interestingly, all the negative comments were omitted in 
the circulating letter, written by Reeve of the CoID, sent out to the manufacturers 
who had sent their products.372 This shows that the CoID clearly controlled and 
censored information that could be exposed to the manufacturers.   
 ‘Gateway to Britain’ was held at A/S Wallendahl & Son in Bergen in 1962. 
Following this exhibition, the effectiveness of retail exhibitions in the current form 
was challenged. B. Spiegel commented that the exhibits shown in this display were 
“items which were not of the kind that we would have chosen ourselves to represent 
Great Britain with a view to creating an image of Britain as a country with a great 
tradition yet forward looking.”373 His personal criticism of the way in which retail 
exhibitions were executed centred around three issues. Firstly he believed that the 
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CoID needed to retain tighter control over the selection of exhibits to maximize the 
display effect. Secondly he argued that prefabricated display units intended to show 
the link between the past and the present, in reality, complicated the problem of the 
selection of exhibits because there were few of matching photographs and exhibits 
with high standards in both. Thirdly, he was convinced that the CoID needed more 
control over the quantity of products bought by the stores, otherwise the commercial 
success from retail exhibition would be negligible. 
His criticisms seemed to have an effect. Although the CoID continued to 
support the organisation of such events, the documentation of retail exhibitions after 
1962 remained in the Design Council Archive is patchy. The reading of Minutes and 
Annual Reports of the CoID suggests that the focus of the CoID’s overseas 
exhibition was shifted to a wider collaboration with the Board of Trade, in particular, 
in organisation of exhibitions related to the British Weeks, a new style of export and 
trade promotion brought in 1964 by the Board of Trade.  
 
2. British Weeks: Spectacle and tradition / Technology and 
modernity 
 
British Weeks officially began in 1964 and normally two major British 
Weeks were to be held in a year. British Weeks had been held before 1960s. The 
Board of Trade files at the National Archive show records of British Week as early 
as 1933 and several events named as British Week during 1950s.374 However, it was 
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only since 1964 that British Weeks were purposely organised as a tool of export 
promotion by the British Government. Therefore, this research focuses on British 
Weeks from 1964 onwards. The list of the places where the British Weeks were held 
from 1964 to 1971 is as follows:  
       
Year City Country 
1964 Düsseldorf Germany 
1964 Copenhagen Denmark 
1965 Milan Italy 
1965 Amsterdam The Netherlands 
1966 Lyon France 
1966 Hong Kong Commonwealth 
1967 Brussels Belgium 
1967 Toronto Canada 
1968 Stockholm Sweden 
1969 Tokyo Japan 
1969 Vienna Austria 
1970 Helsinki Finland 
1971 San Francisco The USA 
 
  
(1) Backgrounds and purposes of the British Weeks 
Most of historians agree that the Suez Crisis in 1956 was a turning point for 
British national identity bringing about a less self-assured sense of British national 
pride and in the perception of Britain’s role in the world.375 Britain came to face up 
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to its decline from a world dominating international power into that of second-rate-
power status, made more critical by the weakness of its economy after the Second 
World War. The incident also severed Anglo-American relationships based on the 
war-time alliance376 and Britain began to consider moving more closely towards 
Europe. Nevertheless, the British government’s approach to the European Common 
Market was unenthusiastic, insisting, as it did, on a special protection for British 
agricultural products as well as for Commonwealth food products, as seen from 
Macmillan’s proclaim that it was empire first and Europe second. 377  Kenneth 
Morgan states that by failing “to build a significant bridges with the EEC, … 
Britain’s European credentials were hardly more plausible than before”.378 
As to the economic situation of Britain, in particular the domestic economy, 
many historians do not dispute that, from the late 1950s, the British public witnessed 
a post-war recovery and saw austerity turned into an economic boom and an 
expansion of consumerism.379 Industrial production in the fields of motor vehicles, 
chemicals, engineering products and steel industry as well as consumer goods such 
as textiles, clothing and household goods surged higher than ever in 1958. The 
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advent of ‘affluent society’ was politicised by Macmillan’s popularly quoted phrase 
“most of our people have never had it so good”. Demand from working class 
consumers for once luxurious products such as cars, domestic electronics, washing 
machines grew bigger than ever and, seemingly, the spread of affluence was present 
right across society in Britain by the early 1960s. The social and political 
significance of rising popular consumerism, standards of living and higher social and 
cultural expectations were particularly highlighted in studies on popular culture and 
cultural revolutions in Britain in 1960s.380  
But this expanding economy was based on higher levels of imports than 
exports and the deficit grew and reached an unsustainable point. At the beginning of 
the 1960s, Britain’s annual rate of growth was 2.6% per year, the lowest in Western 
Europe except for Ireland. The British share of world export fell from 26.2% in 1953 
to 20.6% in 1961 and so did the share of manufacturing exports that fell from 20% in 
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1954 to 14% in 1964. The worsening balances of payment situation reached ￡800 
million in October 1964.381 The need to increase exports was urgent therefore in 
order to stabilize the British economy. It was in these economical and political 
circumstances that British Weeks were proposed as a tool of export trade promotion.  
The Overseas Trade Memorandum No. 34/65, circulated by the Board of 
Trade, defined British Weeks and Store Promotions and set out their purposes. 
British Weeks were to be organized abroad in order to: 
  
create an atmosphere in which the public are attracted into the shops 
where British goods specially purchased for the occasion are lavishly 
displayed. It is hoped that new buying habits established then will be 
exploited afterwards by British suppliers with the object of achieving 
continuing sales.382 
  
British Weeks were primarily designed to promote consumer products because 
selling capital goods and services was thought to be difficult and ineffective through 
this type of display strategy. The ultimate purpose of holding a British Week was to 
enhance tangible increases of sales of British consumer goods in a chosen overseas 
market, therefore, ultimately commercial. The Memorandum emphasized that every 
component event in a British Week was considered based on only ‘sound 
commercial reasons: political and prestige grounds are not sufficient’. The events 
mentioned include a VIP opening, several social and cultural events such as civil 
luncheons, art exhibitions, concerts, as well as displays of a more commercial nature 
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such as fashion shows, an English pub and an industrial design exhibition. This 
eclectic combination of events in British Weeks illuminates the complexity of such 
overseas promotion, the inseparability of commercial promotion from cultural 
publicity, and the British officials’ vision for the projection of British national 
identity, which will be discussed in detail later in this chapter. 
Although the commercial resonance of the rhetoric involved within these 
plans for British Weeks hardly disappeared, it can be speculated however that, in 
fact, the emphasis of British Weeks shifted away from commercial interests towards 
holding more cultural prestigious events. The official programme for the British 
Week held in Tokyo, Japan in 1969, for example, reveals this shift to British Week 
as cultural experience, demonstrating the British way of life. The official programme 
for this week stated clearly that: 
 
In British Week we hope to show you something of Britain, past and 
present, our traditions and history, our modern industry and 
technology, our art, culture, music, sport and fashion. You will also be 
able to see and buy in the major department stores and shops in 
various parts of Tokyo the best of British consumer products, not only 
woollen textiles and whisky but all the other items which go to make 
modern living enjoyable, from things to eat and drink, through clothes 
to furniture and kitchen utensils.383 
 
As well as offering economic and cultural benefits, British Weeks were also 
thought to be contributing towards the enhancement of political relationships 
between the Great Britain and host countries: 
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British Week Tokyo is not just a British promotion. It is truly an 
Anglo-Japanese occasion. It will bring home to men and women in 
Britain, not only British industrialists, but people in all walks of life, 
the nature of modern Japan with its exploding economy and modern 
concepts. The organization of British Week is a recognition of and a 
tribute to the achievements of the Japan of 1969. Anglo-Japanese 
friendship, cultural exchange and trade is the main theme.384 
 
The importance of political considerations in deciding the locations of 
British Weeks was to be understood in terms of the relationship between Britain and 
the EEC. In fact, the locations of British Weeks were mainly in Western Europe. 
This intention was clearly demonstrated in a speech given by Edward Heath, then the 
Secretary of State for Industry, at the opening of the British Week in Dusseldorf in 
1964. He said, “Britain is part of Europe and her politics are those of a good 
European… British businessmen are part of Europe, too.”385 
Some cities were considered to be in a critical position with regards to the 
politics of the Cold War. For instance, a British Week was welcomed by the Austrian 
officials. During a discussion about holding a British Week in Vienna in 1969, such 
an event was clearly seen as political propaganda against any further expansion of 
Soviet power beyond East Europe. In his letter to W. T. Pearce in the Trade Fairs 
Branch of the Board of Trade, C. P. Crossley, President of the Federation of British 
Carpet Manufacturers, reported the reaction from the Austrian government towards 
impending British Week: 
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the Austrian Government, from the Chancellor downwards, was 
extremely keen that the British Week should be seen to be a very great 
success. The reason for this is their fear that the Russians might do 
another Czechoslovakia on them. They believe that the events of last 
August were caused not so much because of the political situation in 
Czechoslovakia but because of the growing dominance by West 
Germany of the Czechoslovakia economy. They realised that the 
Germans are in a very similar position in Austria now, where they 
account for, I think he said, 45% of all imports into Austria. He 
concluded by saying that, having been occupied for ten years, the 
Austrians did not wish the same thing to happen again. They therefore 
welcomed the British Week as first-hand evidence of Austrian trade 
with another nation of the West.386 
 
In this context, British Weeks were not purely a straightforward form of 
export promotion as the Board of Trade projected at their launch in 1964. Instead, the 
whole festivity of British Weeks turned towards more of the grand ‘public relation’ 
exercise. This shift of the nature of British Weeks can also be traced through the 
organisational structure of British Weeks and the disputes on efficiency of the whole 
process amongst different British government departments, notably between the 
Board of Trade and the Foreign Office.   
 
(2) The operation scheme of British Weeks 
The Board of Trade in London was to be responsible for financial control of 
British Weeks and the conduct of negotiations with all agencies who contributed to 
them although not under the HMG funds such as the British Council, the Council of 
Industrial Design, the Ministry of Defence, the Central Office of Information. The 
Board of Trade was also in charge of the organization and running of the British 
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Weeks Executive committee. The British Weeks Office and the Manager of the 
British Weeks team overseas were to conduct negotiations with local people, with 
agents of British firms, with other authorities and to be in charge of setting up local 
committees. The Foreign Office helped the British Weeks’ teams abroad by 
introducing them to local contacts and local information and by assisting them in 
general. Higher levels of contacts were to be dealt by the Foreign Office. The British 
National Export Council, the Export Council of Europe, subsidiary to the Board of 
Trade, were also to secure the interest and support of trade associations and firms in 
Britain.387 
This overlapping of responsibilities and activities created conflicts between 
different departments. In particular, the British embassies became anxious over the 
organization of British Weeks and proposed that it should be overhauled in order to 
reduce the strains on the staff of Embassies. In 1964 J. Honniker-Major, Ambassador 
in Copenhagen expressed this in his strongly-worded letter:  
 
I did not know that really all the motive power, ideas and detailed 
organization would have to come from us and that even then one 
would have to fight every inch of the way to get one’s ideas adopted 
and money provided. It is a task which has strained me nervously, 
mentally and physically more than any other in my life; and I say this 
after due thought and in the cold light of day. I find it vile to be 
captain of a ship with virtually no final authority of any kind of any 
decision.388  
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The Foreign Office claimed that it was not only the amount of work and 
responsibilities that fell on to their staff that caused problems but also the slack 
responses from the Board of Trade caused further difficulties. In a confidential note, 
F. Mason of the Foreign Office wrote, “the Board of Trade has been very dilatory 
about this, the reason probably being that Mr. Hughes is occupied with high policy 
matters, Mr. Bailey is indecisive, and Mr. Ward is over-worked.” 389  Thus the 
organisation of British Weeks remained a source of constant friction between the 
Board of Trade and the Foreign Office. Problems between the Foreign Office posts 
in Embassies and the members of the British National Export Council (BNEC) 
working on British Weeks re-surfaced in 1969. The Foreign Office staffs at overseas 
posts was frustrated with both the way in which the BNEC used British Weeks for 
the promotion of the Council itself and also with the ‘ambiguous and sluggish 
attitude’ from the Board of Trade in dealing with the disputes between the Foreign 
Office and the BNEC.390  
 
 
(3) Commercial and Cultural events of British Weeks: Tradition and Modernity 
Typically a major British Week lasted about 10 days including two 
weekends and featured ‘commercial events’ and ‘cultural events’.391 According to 
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the Board of Trade, commercial events included trade exhibitions of British 
industries, the CoID’s design exhibition, fashion shows, a typical English Inn, a pub 
or a whisky bar and window displays and retail exhibitions held by local stores. 
Cultural events featured a VIP opening including visits by members of Royal family, 
various social functions such as receptions and dinner parties, art exhibitions, music 
concerts, theatre plays, sporting events, military bands, street decorations with Union 
Jacks, installation of mock-ups of tourist places such as Big Ben and Tower Bridge, 
the presence of London buses and British policemen. The City of London Pavilion392 
made its first appearance in the British Week in Amsterdam in 1964 (Fig 4.8) and the 
Pavilion of Technology was a regular feature from its inclusion in the British Week 
in Lyon in 1966. (Fig 4.9) 
The format of the British Weeks programme was already well established in 
international fairs and festivals. The ‘British Festival’ held in Zurich in 1953 was 
comprised of a theatre production of a Shakespearian play, music programmes, films, 
the appearance of London double-decker buses, a British car rally, British goods in 
major Swiss stores’ window displays as well as a ‘Design in Britain’ exhibition and a 
‘Made in England’ trade fair. Except for the ‘Made in England’ exhibition that was 
organized as a trade fair by the British Chamber of Commerce, other so-called 
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‘cultural’ side events were developed from suggestions made by the Embassy in 
Zurich in order to take full advantage of the Coronation Year and to demonstrate the 
recovery of British industry to the Swiss public. 393  This paradigm was repeated 
during the preparation for a British Trade Exhibition to be held in Lisbon in 1954, 
which was, however, eventually abandoned, with inclusion of “naval visit, visit of 
English football team and British athletic team, films, dramas, music, books, 
pictures, visit of London policemen, exhibition of British Industrial Design”.394  
The archives reveal that there were the clashes between the Foreign Office 
and the Board of Trade surrounding the values and cost-effectiveness of ‘cultural 
events’ in terms of promoting export of British products. In a Memorandum 
delivered to the Foreign Office, an un-named Counsellor of the British Embassy in 
Zurich observed this: 
 
As was perhaps to be expected, the members of the Council [of the 
Chamber of Commerce], once committed, were inclined to take the bit 
between their teeth. If they had been allowed to go their own way, the 
final result would have been a trade exhibition with, … “cultural side 
shows”. This concept did not, however, coincide with the desire of the 
Embassy395 
  
The different stances of the Board of Trade and the Foreign Office towards 
cultural events were again discussed in 1962 when a new form of British Weeks was 
initiated by the Board of Trade. Several items of correspondence between officials of 
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the Foreign Office, the British Council and the Treasury reveal that whilst the Board 
of Trade considered cultural events were unnecessary, the Foreign Office still 
maintained its view that these events were vital to maximize the effects of 
commercial ventures.396 Moreover, the Foreign Office emphasized the commercial 
effects of such events and insisted that the Board of Trade should finance cultural 
events as a part of its provision for British Weeks. Concerns over the mounting cost 
of British Weeks were expressed in many discussions inside the Board of Trade. The 
British Week at Copenhagen in 1964 cost the Board of Trade £66,000. The 
expenditure for the British Week in Milan in 1965 was more than double of that.397 
MacMahon of the Board of Trade explained the reason for the increase of costs: 
 
Dusseldorf has £10,000 for culture, therefore Copenhagen must have 
£10,000 for culture; Copenhagen has a Tattoo, therefore Amsterdam 
and Milan must have bigger, better and more costly Tattoos. 
Copenhagen had a Royal Visit, therefore Amsterdam and Tokyo must 
have a Royal visit. As things now stand it is an inescapable escalation. 
The organisers of each successive Week try to outdo their 
predecessors and the costs go up and up.398 
 
 The criticism of excessive expenses for cultural events burdened upon the 
Board of Trade eventually lead to the revaluation of the effectiveness of British 
Weeks as export promotion in 1968.  George Brown399, then Foreign Secretary, 
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criticized British Weeks as effective commercial instruments on two grounds: firstly, 
the focus on consumer products could not be justified any more when their export 
figures were only such a small proportion of overall British export figures. In 
addition, there was no hard evidence to prove any increase of sales resulted from 
British Weeks despite the large cost involved. Secondly, the contradicting interests of 
the organisations and individuals involved put the Board of Trade in a position where 
it could not act decisively according to its policy. Brown suggested that the Board of 
Trade move away from British Weeks to purer form of trade promotion with more 
thorough market research and the selection of a limited number of companies who 
would pay for some of the cost, including capitalist goods.400      
In a report on the British Week in Vienna in 1969 published in the Financial 
Times, Giles Merritt concluded that whilst the impact of the traditional publicity 
device was enormous, the whole event was more about carnival than profit and was 
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simply an expensive three-dimensional advertising in the shape of ‘pageantry’.401 
Another report from the same paper shared the identical view: 
 
When the flags come down and the British go home, the Viennese will 
probably have bought a fair amount of Scotch and clothing, and may 
have developed a taste for tea and marmalade. To just what extent will 
be seen when they start to re-order next year. But they will not have 
developed any lasting tendencies, nor will they have bought many 
more of the industrial exports that really earn the U.K. foreign 
exchange.402  
 
It was doubtful that this short burst of British frenzy actually contributed towards 
long term trade contracts. This is why the Board of Trade finally changed the 
directions and strategy of its overseas trade promotion in 1970.  
The scale and lavishness of a British Week is well illustrated by the 
description of the opening of British Week in Lyons in 1966. The Lord Mayor of 
Birmingham, the Duke and Duchess of Kent, the President of the Board of Trade and 
the Lord Mayor of London attended it. With British Military Bands playing, HRH 
the Duke of Kent inspected the French Guard of Honour followed by a fanfare of 
trumpets and national anthems. Then, the official party proceeded by motorcade to 
the Cours de Verdun where the main exhibition was held. Their arrival was greeted 
by another fanfare of trumpets. Next, the official party visited the exhibitions of the 
City of London Pavilion, the Ideal Home Exhibition called ‘La Masion Anglaise’, 
the Pavilion of Technology, the CoID’s design exhibition, a carpet exhibition by the 
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British Carpet Manufactures’ Association, and the Britannia Inn with a Whitbreads 
Pub. There were a couple of special exhibitions connected to Birmingham, as it was 
Lyons’ twin city. Other events include an English Opera gala performance, a rugby 
match between Lyons and Surrey teams, a performance of beating the retreat by the 
Band of Royal Scots Greys, fashion shows featuring Burberry, a film showing 
including promotional films by major companies such as Rover, Shell, British Iron 
and Steel Foundation, British Motor Corporation and British Petroleum, and many 
more exhibitions, parties and receptions.403  
The British Week in Tokyo in 1969 was intended to be the most 
comprehensive one, with most of the usual events and exhibitions. Considering the 
major role of department stores in Japanese retailing, small cultural exhibitions were 
held in fourteen major department stores in Tokyo. The contents of these small 
exhibitions covered the areas of British history, tradition, culture, art and industry, as 
shown from the titles of exhibitions: ‘Rolls Royce Spans the World’, ‘British 
Tourism’ ‘Winston Churchill’, ‘Shakespeare’, ‘4000 Years of British Ceramics’, 
‘Oxford and Cambridge Universities’, ‘London, its Treasures and Traditions’, 
‘Britain through the Ages’, ‘Queen Elizabeth I and the Elizabethan Age’, ‘Children’s 
Paintings’, ‘Modern Britain in Photographs’, ‘Assignment History’, ‘Meet the 
British’.404  
The distinctively traditional and pageant flavour of the cultural events raised 
some scepticism about British Weeks in the British media. They were popular with 
the foreign public who were used to or may have been expecting this projection of 
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British traditional identity, heavily imperial, nationalistic and nostalgic. However, 
they contributed to enforcing an oldy-worldy, backward looking image of Britain and 
failed to represent the social and cultural modernity of British society in the 1960s. 
The CoID, while participating in British Weeks, was also concerned about the 
excessive emphasis given to traditional images of Britain as shown in a short article 
which appeared in Design in June 1968, “Where official action might be taken is 
over the image created by British Weeks. Fake Victorian pubs complete with dray 
horses and veteran cars do not exactly match Britain’s need to promote modern 
design and advanced technology.”405 
The Board of Trade seems to have acknowledged the need to present a 
greater diversity of British images abroad. In 1962, in preparations for British 
Weeks, the Board of Trade mounted an exhibition ‘Britain, Past and Present’ in 
London to show what kind of Britain was to be projected abroad through British 
Weeks. The display contained models, photographs, fabric panels, and sketches 
showing traditional and modern elements of British culture and industry and it could 
be displayed in full or in sections. The juxtaposition of tradition and modernity of 
British identity was in the centre of display as found in the following commentary of 
the display: 
 
The mellow beauty of centuries old cathedrals contrasts with buildings 
in the most modern style; a guardsman resplendent in ceremonial 
dress is shown alongside a paratrooper in battle kit; Stephenson’s 
‘Rocket’ leads in a story of inventions which have revolutionized 
world transport.406 
                                                 
405
 “British Weeks must last a year” Design 234, June 1968, p.20. 
406
 "'Britain, Past and Present' Display at Board of Trade," Board of Trade Journal 182.3397 (1962). 
 252 
 
However, the Board of Trade’s approach to the projection of British 
national identity was pragmatic in a sense that images of Britain could be generally 
“tailored to what a particular locality expects.”407 It could be suggested that most of 
the British government officials were content with the images of their old Britain and 
furthermore keen to emphasize the distinctively British images from the traditional 
paraphernalia and did not feel the urge to show the diversity and dynamics of British 
contemporary life, demonstrated through exploding youth culture and a movement 
towards a more permissive society.408  
The Board of Trade evaluated that British Weeks failed to achieve the 
commercial agenda that was the core of the exercise. These events were also 
criticised for advocating and disseminating old-fashioned images of Britain. So 
where did the value of British Weeks lie? In order to evaluate this, the symbolic 
meanings of these carnivals of British Weeks need to be assessed. As has been said, 
the purpose of cultural events was to ‘create the mood and atmosphere’ for the 
British phenomena of the 1960s, that is, the creation of the ‘spectacle’ of Britain. 
When Guy Debord wrote Society of the Spectacle, he discussed the 
spectacle as everyday life lived through commodity or representation of commodity 
in the late 20th century capitalist society.409 In The Commodity Culture of Victorian 
England: Advertising and Spectacle, 1851-1914, Thomas Richards argued that the 
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system of representation for commodities was the child of capitalism in the Victorian 
period and that the Great Exhibition in 1851 created the spectacle which eventually 
dominated commodity culture. In his analysis of and homage to Guy Debord’s 
spectacle, Richards explained spectacle as ‘a fairly stable cultural form animating all 
capitalist representation’ and as ‘a series of related images in which the consumer 
sees “the world of the commodity dominating all that is lived”’.410  
The application of Debord’s statement to exhibition theories proves to be 
useful for this reading of British Weeks as spectacle. In Museum Culture: Histories, 
Discourses, Spectacles Daniel J. Sherman and Irit Rogoff state that: 
 
culture operates through spectacle and through the ceaseless 
reproduction of mass-media practices. Blockbuster exhibitions and 
stylish and atmospheric depictions of the cultures of people such as 
the ancient Egyptian, the African, and the Native American function in 
tandem with consumer advertising to produce culture as spectacle so 
that spectacle can be marketed as a form of cultural legitimacy.411 
 
Applied to British Weeks, main streets were covered with symbolic visual 
codes of Britain such as Union Jack flags and British emblems, which immediately 
set a festive atmosphere and directly identified it as a British festival. (Fig 4.10)  An 
opening ceremony took place in a large square at the centre of a city where the sense 
of space and crowd was magnified (Fig 4.11). There were often members of British 
Royal Family as ambassadors of a good will. The traditional rituals of military 
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parade and tattoos were the centres of a spectacle that symbolised both British 
history and military power. A huge box covered the Union Jack flag opened up and 
sent out thousands of balloons in red, blue and white. (Fig 4.12) A large model of 
Big Ben, an icon easily identifiable with London, was installed on the street and 
perhaps gave the public a sense travelling to this capital city destination (Fig 4.13). 
The images of London could be found everywhere in the city and the public could 
imagine being in London by bumping into London policemen on the street and 
having a ride on a iconic London red double decker bus (Fig 4.14). All were seen in a 
tourist postcard bought in London (Fig 4.15). There was a Britannia Inn where the 
public could try famous British brown beer and play a game of darts (Fig 4.16).  
Shops were decorated in British themes and notably eye-catching Union Jack flag 
patterns signalled that British products were there for sale. (Fig 4.17) There were 
several exhibitions to visit and look at British products of all sorts. 
British Weeks certainly worked as a great day out to sample what was 
presented as Britishness, both old and new. British culture was spectacularized 
through the bombardment of rituals and atmospheric visual images that were planted 
abroad as the essence of Britishness, which is also often understood as Englishness. 
The constant repetition of this spectacle, the formula of British Weeks re-enforced 
the legitimacy of history and tradition and then these myth-like spectacles became 
sought after by the foreign public as British thus completing the circulation of the 
spectacle.  
As Brian Wallis pointed out in his article “Selling Nations: International 
Exhibitions and Cultural Diplomacy”, visual representations, a key element in 
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symbolizing and sustaining national communal understanding, can be purposefully 
created in the production of a particular view of national identity and politically 
sensitive. 412  Wallis argued that blockbuster exhibitions ‘spectacularising the 
nationalist myth, national culture’ could be a powerful cultural propaganda with 
ultimate purpose of economic benefits. He concluded as follows: 
 
Undeniably, … [the exhibitions] also provide encapsulated, easily 
digestible vignettes of a foreign nation’s culture and, in the process, 
they presumably foster international understanding. … But these 
exhibitions scarcely broach the complicated issues raised by any 
contemporary, multicultural society or touch on the contradictions or 
conflicts in the histories of the countries they represent.413 
 
(4) CoID’s Design exhibitions in British Weeks  
The CoID’s exhibition of industrial design was considered to be a 
prestigious affair with high commercial hopes, which demonstrated a modern image 
of Britain. Design exhibitions were recognized as a method for displaying the 
modern and forward-looking image of Britain.  
Another feature of the British Weeks developed with intention of showing 
modern aspects of British identity was the Pavilion of Technology, included since 
1966 (Fig 4.9 and 4.18).  It displayed British achievements and advances in 
technology and engineering and received favourable responses from foreign visitors 
and British press. The Pavilion of Technology and its use in export promotion 
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exhibitions could be viewed as a manifesto of the policy about infusion of scientific 
culture into the major realm of national culture that was deeply imbedded in 
Wilson’s Labour Government strategies. In terms of export promotion, this display 
could be naturally linked to export promotion of capitalist goods. The Pavilion of 
Technology seems to have been renamed to ‘Inventive Britain’ in 1968. A short 
report on ‘Inventive Britain’ published in 1969 gives an idea how the modernity of 
Britain was portrayed through the display of advanced technological projects such as 
Concorde and nuclear power: 
 
Highlight of ‘Inventive Britain’ will be a dynamic presentation of 
British technological achievement using a multi-projection instant 
change system – a series of 12 screens, each three feet square, on 
which two projectors for every screen are able to show a continuous 
series of slides without a break. Synchronized with the slide show will 
be a commentary, sound effects and background music.414  
 
This theatrical technique of display was clearly devised to create a spectacle of 
technology that could have great sensual impacts on visitors.    
The CoID’s design exhibitions were a part of this modern spectacle of 
Britain. The first official involvement of the CoID with British Weeks began in 
November 1964. Peter York of the CoID reported that the Central Office of 
Information requested the CoID’s support ‘to mount a well-designed products 
display’ at trade fairs in Lyons, Brussels, Gothenburg and Barcelona.’ 415  As 
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practiced before in other trade fairs and retail exhibitions, exhibits were to be 
selected with consideration of suitability for the market, availability for export, 
manufacturers’ willingness to display and lend products, and finally the approval of 
the Board of Trade.416 The CoID’s place in the operation of the British Weeks fell 
under the umbrella of the Board of Trade. York made a point of this: 
 
we do not represent industry in any direct commercial context but that 
our participation in British Weeks has been under the sponsorship of 
the Board of Trade and Export Council for Europe who finance the 
staging of an exhibition of modern British consumer durables selected 
from Design Index.417  
 
Records related to the exhibitions held during British Weeks remain in the 
Design Council Archive and reveal the processes of the preparation and the role of 
the CoID, often juggling between demands and approvals from other departmental 
bodies and often stuck in the bureaucratic system. 418 A memo written by Philip 
Fellows in January 1966 explains the general administrative processes that the CoID 
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carried out for British Weeks. Categories for a display were decided after consulting 
the Board of Trade, overseas buying houses and manufacturers. Then the CoID had 
to find out which manufacturers had agents in the country of concern. Exhibits were 
selected either from the Design Index or from the trade association using a selection 
committee.  Meanwhile, availability and suitability of the chosen products for the 
specific market were considered and alterations were made accordingly. The stock of 
holdings of the exhibits had to be taken at local stores, which was a significant step 
towards commercial success. To encourage this, the CoID arranged previews for 
buying houses and receptions for exhibiting firms at the Design Centre and mediated 
British manufacturers and overseas retailers needs, which was conducted in liaison 
with commercial department of the British Embassy. All manufacturers participating 
had to fill in a form giving detailed information about the products on display and the 
arrangement of supply, which then was kept at the information counter in the 
exhibition for enquiry.419  
This long-drawn process for selecting exhibits highlights a couple of 
interesting points. Firstly, it shows that the selection of exhibits depended more on 
economic and practical matters than on the merit of design. The Design Index was 
used to safeguard the standard of design and quality of chosen products. Designs that 
had won the Design Centre Awards were frequently selected to represent the CoID’s 
ideal of good modern design. However, the complex regulations concerning export 
                                                 
419
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process and the recommendation of market research could easily sway the CoID’s 
decisions about what was to be displayed and the compromises to be made. 
Secondly, the administrative work gave opportunities for the CoID to maintain 
constant contacts with manufacturers and develop working relationships between two 
parties, which the Council considered valuable.         
In terms of creating design exhibitions in British Weeks, it can be assumed 
that the CoID has not involved with the design of display. Most of exhibitions were 
designed and erected by staff of the Central Office of Information. The COI certainly 
relied on the CoID’s provision of lists of what to be included in display. The 
cooperation between two bodies was not without faults but in general worked 
smoothly by developing a pattern of working progress.420   
The design exhibitions varied in terms of display method, effect and quality 
of finishing. They can be divided into two different types of display. The first type is 
a commercial and shop-like display of exhibits shown in British Weeks in 
Copenhagen 1964, Hong Kong in 1966 and San Francisco in 1971.  The second is a 
far prestigious and museum-like display, as shown in Milan in 1965, Toronto in 
1967, Brussels in 1968, Vienna and Tokyo both in 1969.   
The British design exhibition at the British Week in Copenhagen in 1964 
occupied a small area of the main exhibition space (Fig 4.19). The whole display 
structure was made of white panels and divided into four sections. At the far left was 
‘Gave Shop’ that looks like a gift shop selling souvenirs of British design. The next 
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three sections were filled with small consumer products such as tableware, ceramics 
and plastics from Britain, laid out on square-framed stands made of steel (Fig 4.20). 
A few white panels with Union Jack pattern were slotted in the frames. A few chairs 
were dotted around the display space. The display gives an expression that it was put 
together on a small budget and purely for display of products. This method certainly 
fits the requirement of a travelling exhibition on limited means, cost effective and 
easy to install and dismantle. The products shown in the photographs seem to be a 
mixed bunch of various small everyday objects, not necessarily the sort of objects 
representing the CoID’s ideas of good modern design. The visual appearance of the 
objects and the nature of objects as commodity were particularly emphasized, which 
is totally different from the earlier design exhibitions of the CoID with stories of 
design process and educative messages. A similar display was made for the CoID’s 
design exhibition at the British Week in San Francisco in 1971 (Fig 4.21).  
The British design exhibition at the British Week in Milan in 1965 shows a 
different type of display. It was a part of ‘centrepiece complex’ at the Palazzo del 
Turismo and occupied a large room for its display. The entrance was decorated with 
a Union Jack and in a colour scheme of red, blue and white representing the flag421 
(Fig 4.22). In the middle of stairs to the main display area, polypropylene chairs 
designed by Robin Day for Hille Ltd. were displayed in repetition with the samples 
of carpets and fabrics (Fig 4.23). These stacking chairs have a rigid shell made of 
polypropylene that is light, highly resistant to impact and scratches, easy to clean and 
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warm and pleasant to touch. This was made with then newly developed injection-
moulding technology, which enabled cheap mass-production. It received the Design 
Centre Awards in 1965 and became a British design classic.422  In the exhibition 
room, tableware and cutlery were laid in groups on a low stands while textiles were 
hung on the wall with kitchen equipment and cookers displayed together (Fig 4.24). 
The atmosphere of a museum-like display can be detected from the photograph and 
on the whole it looks more polished and professional. The emphasis on ‘looking’ at 
the display products is also found in the display at the British Week in Brussels in 
1967 (Fig 4.25). The lit case, filled with small household products, glows in dim 
surroundings. This is a display of a prestigious nature where visitors quietly look at 
the exhibits and whisper about them, rather than touch and talk openly. This display 
effect allowed visitors to look at mundane everyday objects with a fresh eye, as 
James Gardner, eminent British exhibition designer explained: 
 
When done successfully even commonplace objects will be observed 
afresh. For example, a radio set under the spotlights will make people 
stop, step forward, touch, compare and commend. Probably the 
identical set has been sitting unnoticed in 5000 sitting-rooms and 
10000 shop windows for the last six months, but in an exhibition 
awareness is so intensified by the occasion and the environment that 
the set is seen properly for the first time.423 
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British design exhibition at the British Week in Toronto in 1967 had a 
similar quality and effect of display (Fig 4.26). What is noticeable from the 
photograph taken at the exhibition is the prominent exhibition of souvenirs and toys 
including small figurines dressed in military uniform and tradition dress plus an 
apron with Union Jack pattern. Even objects resonant with popular tourist images. 
The Union Jack was the mostly popularly used motif throughout displays of British 
Weeks.  Hundreds of flags were used for decorations and gift boxes wrapped in the 
Union Jack pattern was used in shop windows and promotional materials. The Union 
Jack pattern is the most obvious symbol of Britain as its national flag and the most 
distinctive and powerful representation of patriotic and military national character: it 
stands for British tradition. However, the frequent appearance of the Union Jack 
pattern in this context has a more complex meaning. It was one of the most popular 
motifs used in Pop design. As Lou Taylor explains, the first appropriation of the 
Union Jack flag happened as ‘an ironic joke’ when Geoff Reeve, a textile design 
student of the Royal Collage of Art painted the lenses of a sunglasses with flag 
images in 1960. The flag was decontextualised by artists then adopted as a ‘renegade 
symbol’ of Mod.424 By mid 1960s, the Union Jack flag was seen on mugs, trays and 
alarm clocks designed by Paul Clark (Fig 4.27).425 In 1966, the World Cup held in 
Britain enflamed the popularity of the emblem and cheap souvenirs carrying Union 
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Jack became the staple of Carnaby Street and the symbol of swinging London.426 
This is clearly a commoditification of national symbol and appropriation of emotions 
attached to it. In addition, the inclusion of these clearly commercial souvenirs with 
Pop elements reflects the CoID’s attempt to open up to popular culture and design 
and to incorporate this for its more direct sales campaigns seen as a series of 
‘Shopping in Britain’ exhibition held at the Design Centre427 (Fig 4.28).  
The prestigious nature of the design exhibition was fully achieved at the 
central exhibition of the British Week in Tokyo in 1969. It was packed with features 
and sections to create a space and ambience in which Japanese visitors would 
experience being in Britain. At the entrance, a replica of Nelson’s column in 
Trafalgar Square in London and a huge blow-up photograph of the London skyline 
with outlines of renowned buildings such as St. Paul’s cathedral, streets of London 
plus modern high-rise buildings of the City greeted visitors (Fig 4.29). Being placed 
high up in the middle of the venue, these huge images of the most distinctive and 
symbolic buildings in Britain brought a great sense of spectacle into the exhibition 
and clearly set the mood of the display. The exhibition space at ground level was 
divided into different sections including the CoID display of modern design. White 
rectangular units with round-corners were erected as basic display cabinets (Fig 
4.30). The display of goods was rather formal, with a museum-like effect, with the 
use of lights inside the cabinets and spotlights transfixing the objects. The 
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combination of light coloured units and an uncluttered display of goods gave an 
impression of simplicity, cleanness and modernity. Two yachts made an impressive 
display because of their scale when compared to other smaller objects and had the 
effect of decontextualisation against the backdrop of the photographs of scenery of 
London. It was visually strange yet interesting  (Fig 4.31). As James Gardner 
claimed, all this offered a sense of theatre and drama, which was an essential element 
for a successful exhibition.428 This Tokyo exhibition perhaps succeeded in absorbing 
visitors into a new and out of the ordinary atmosphere through its dramatic display.   
 
To conclude, the CoID’s retail exhibitions overseas were organised in order 
to challenge the common perception of British design as traditional, or related to 
images of element of heritage and, ultimately, to promote the modern, contemporary 
British design of consumer products to the foreign buyers and public. In reality, the 
projection of the CoID’s Britishness was seriously compromised due to its 
organisational deficiencies, such as lack of finances and lack of power to control the 
standard of exhibits and display. The commercial success of these retail exhibitions 
was also questionable since the CoID persisted in pursuing a prestigious style of 
display. 
British Weeks were initially organised by the Board of Trade as an 
aggressive form of export promotion of British consumer products. However, the 
focus of British Weeks was gradually shifted to cultural publicity with a spectacle of 
Britishness dominating the cultivation of British national identity. A juxtaposition of 
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tradition and modernity was centrally observable in many of these events. 
Nevertheless, the festive spectacle of British images based mostly on tradition and 
heritage proved to be more powerful. The CoID’s design exhibitions represented the 
modern element of Britain, but even in the CoID’s modern world, the lure of iconic 
tourist images of Britain, in particular, those of London was ever present, and ever 
dominating.    
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Fig 4.1 Window display from ‘Design of the Year’. Bergen 1958. Design Council 
Archive 1005/54 Extract from Anglo-Scandinavian Trade Review Sep/Oct 
1958.  
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Fig 4.2 ’Design Centre Comes to Ghana’. Accra 1959. Design Council Archive 59-
2988. 
 
 
 
 
 
 
 
Fig 4.3 Demountable units for touring exhibitions. Design Council Archive 62-1426 
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Fig 4.4 Window display from ‘Design Centre Comes to Stockmann’s’. Helsinki 
1962. Design Council Archive 62-733 
 
 
Fig 4.5  Window display from ‘Design Centre Comes to Stockmann’s’. Helsinki 
1962. Design Council Archive 62-762. 
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Fig 4.6 Scenes from ‘Modern British Design’. Tokyo 1960. Design Council Archive. 
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Fig 4.7 ‘Modern British Design’ Osaka 1962. Design Council Archive. 
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Fig 4.8 City of London Pavilion. British Week. Amsterdam 1965. Board of Trade 
Journal 189.3582 (1965). 1179 
 
 
 
 
Fig 4.9 Pavilion of Technology. British Week. Brussels 1967. National Archives 
INF14/305(1) 
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Fig 4.10 Street Scene. British Week. Amsterdam 1965. Board of Trade Journal 
188.3538 (1965). 1211. 
 
 
 
 
 
 
 
 
 
Fig 4.11 Military band performance. British Week. Brussels 1967. Board of Trade 
Journal 193.3684 (1967). 
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Fig 4.12 Opening ceremony. British Week. Milan 1965. Board of Trade Journal 
189.3579 (1965). 1975. 
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Fig 4.13 A replica of Big Ben standing next to the City of London Pavilion. British 
Week. Oslo 1966. Board of Trade Journal 190.3607 (1966). 1017. 
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Fig 4.14 A British police. British Week. Brussels 1967. Board of Trade Journal 
193.3684 (1967). 
 
 
    Fig 4.15 A postcard of London. 1970s. 
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Fig 4.16 The British Inn. British Week. Amsterdam 1965. Board of Trade Journal 
189.3582 (1965). 1178. 
 
 
 
 
 
Fig 4.17 Window displays of British goods. British Week. Stockholm 1968. Board of 
Trade Journal 195.3736 (1968). iii. 
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Fig 4.18 A display in Pavilion of Technology. British Week. Brussels 1967. National 
Archives INF14/307. 
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Fig 4.19 British Design exhibition. British Week, Copenhagen 1964. Design Council 
Archive. 
 
 
 
 
Fig 4.20.British Design exhibition. British Week, Copenhagen 1964. Design Council 
Archive. 
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Fig 4.21 British Design exhibition. British Week. San Francisco 1971. Design 
Council Slide Collection. Manchester Metropolitan University. 
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Fig 4.22 A view of Palazzo del Turismo. British Week. Milan 1965. Design Council 
Archive. 
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Fig 4.23 A view of British Design exhibition. British Week. Milan 1965. Design 
Council Archive. 
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Fig 4.24 A view of British Design exhibition. British Week. Milan 1965. Design 
Council Archive. 
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Fig 4.25 A view of British Design exhibition. British Week. Brussels 1967. Design 
Council Archive. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 284 
 
 
 
 
 
 
 
Fig 4.26 A view of British Design exhibition. British Week. Toronto1967. Design 
Council Archive. 
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Fig 4.27 A mug, designed by Paul Clark. Paul Clark Archive, Design Archives, 
University of Brighton. http://www.vads.ac.uk. 
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Fig 4.28 ‘Shopping in Britain’. Special summer exhibition for visitors to London. 
1966. Design Council Archive 66-1580 
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Fig 4.29 A view of British Design exhibition. British Week. Tokyo 1969. Design 
Council Archive. 
 
 
 
Fig 4.30 A view of British Design exhibition. British Week. Tokyo 1969. Design 
Council Archive. 
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Fig 4.31 A view of British Design exhibition. British Week. Tokyo 1969. Design 
Council Archive. 
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Chapter 5. ‘L’idée et la Forme’, British Design Exhibition in 
Paris, 1971 
 
‘L’idée et la Forme (Idea and Form)’ was a British design exhibition held at 
the Musée des Arts Décoratifs in Paris in 1971. It was the last prestigious exhibition 
organised by the Council of Industrial Design before its re-designation as the Design 
Council in 1972. Detailed investigation of the organisational process will again 
reveal the CoID’s lack of resources for and control of the organisation of overseas 
exhibitions despite its desperate efforts to materialize this exhibition. Analysis of the 
contents and style of the exhibition will highlight current social and cultural issues 
regarding the projection of the modern in British identity that was reflected through 
the exhibition. 
 
1. Organisational process of the exhibition 
 
The idea of a British design exhibition in Paris sprang from Michael Tree 
who was in charge of the Information Division of the CoID after he heard about the 
new opening of the French Centre of Industrial Design.429  Knowing in 1969 that the 
French government was intending to found a national Design Centre, Tree suggested 
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that an exhibition by the CoID, in his words, ‘the oldest Design Centre in the world’ 
could teach the French a few things about design display and exhibition.430 
After a series of discussions about holding a British design exhibition in 
Paris across the Channel,431 Paul Reilly, Director of the CoID, started official action 
to develop this exhibition. In October 1969, Reilly contacted Mme. Amie, Curator of 
the Musée des Art Décoratifs, with a draft of a letter that François Mathey, 432 
Conservateur en Chef of the Musée des Art Décoratifs would send to him.433 Reilly 
needed this official letter from the French side to secure financial backing for this 
exhibition from the Board of Trade. It is clear that Reilly’s vision empowered the 
realization of the exhibition because this letter with its invitation to hold a British 
design exhibition in the Musée des Arts Décoratifs was effectively written by Reilly 
himself. This was, as demonstrated in earlier chapters, not unusual in the progress of 
developing exhibitions abroad involving the CoID.  
The proposal was that the CoID would hold a modern British design 
exhibition showing examples of the most innovative, advanced and experimental 
British design, for four weeks either at the end of 1970 or the beginning of 1971. 
Commercial events outside the official design exhibition were also mentioned. This 
potential was, as usual, obviously important to the CoID as it approached the Board 
of Trade to obtain their financial support. In November 1969, Reilly informed G. R. 
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Denman 434 , from the Board of Trade, of the invitation for this British design 
exhibition at the Centre de Création Industrielle (CCI), France’s newly established 
Design Centre in 1969.435 The response from Denman was no more than lukewarm 
with the usual negativity over the probable poor direct sales outcomes from the 
exhibition. The Board of Trade, however, consulted the British Embassy in Paris 
about the feasibility and benefits of such an exhibition. Leslie Minford, Commercial 
Counsellor of the British Embassy in Paris dealt with this exhibition and clearly 
supported the proposed exhibition as ‘a commercial, industrial and aesthetic 
highlight in France and Britain events’.436 Information on the estimated cost and 
possible themes for the exhibition was passed from Philip Fellows, Head of 
Exhibition Division of the CoID to Minford.437 Based on the summary, in January 
1970, C. J. Rooke, Economic Minister at the British Embassy in Paris, sent a report 
to Arthur Savage in the Trade Promotion Branch of the Board of Trade. Rooke 
emphasised the potential financial benefits in the field of scientific and medical 
instrumentation and equipment because the display of this kind coincided with 
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special market research carried out by Commercial Officers in the Embassy, 
scheduled at the end of 1970. However, whatever positive financial outcomes were 
to be gained, his real reason for supporting this exhibition seems to have been 
politically based, that is, related to the British campaign to become a member of the 
European Economic Community. Rooke pointed out that: 
 
the timing of the exhibition (March 1971) would fit admirably into 
the context of our negotiation for entry into the European 
Economic Community. We should gain considerable support for 
our application by showing some of our advanced industrial and 
technological products and illustrating the care and thought which 
go into British design research and development.438  
 
Britain’s first attempt to gain membership of the EEC in 1961 and the 
second bid made by Wilson’s Labour Government in 1967, were both firmly rejected 
by the French President, De Gaulle using his veto. Nevertheless, EEC membership 
remained British Cabinet Policy. After Pompidou replaced De Gaulle as French 
President in 1969, the British application for EEC entry was revived. When the 
Conservatives returned to power with Edward Heath as Prime Minister in 1970, 
negotiations took off with growing support from British industrial and commercial 
circles leading to Britain’s entry to the EEC in 1973.439 In this context, a British 
design exhibition in Paris became a potentially useful political platform for cultural 
propaganda.  
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The Board of Trade, nevertheless, turned down flat the proposal for this 
British design exhibition in Paris. Savage wrote to Reilly: 
 
Present dispensation for supporting a CoID exhibition abroad 
envisages that it will be a feature of or complementary to some 
other manifestation (my own emphasis) –like a British Week. 
Special authority to support the proposed exhibition and the ground 
of support would have to be that of effective export promotion.440  
 
The CoID’s British design exhibition, as an individual event with no strings 
attached to other promotion methods, was clearly not in the Board of Trade’s interest 
and once again exposed the CoID’s lack of direct access to funding or amenities to 
facilitate such projects on its own. Without existent direct export outcomes, this 
exhibition was seen only as a prestigious and non-commercial venture that would be, 
in Lord Brown’s words, ‘a deviation’ for the Board of Trade and the CoID. 441 
Members of the CoID shared Paul Reilly’s dissatisfaction and frustration at this ‘very 
short-sighted’ response but admitted that the exhibition was of more political than 
economic value.442     
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It was, finally, on these political grounds that the proposal for a British 
design exhibition in Paris was accepted and granted a budget of between £50,000 to 
£60,000, just over the half of the estimated amount, by the Foreign Office. 443 
However control over the organisation of the exhibition slipped through the grip of 
the CoID, who had been pushing this proposal consistently, into the hands of Central 
Office of Information (COI). Philip Fellows’s confidential memo to Paul Reilly 
reveals their frustration and apprehension that their major role in the exhibition was 
being ‘questioned’ and, therefore, that their originally proposed design stories about 
innovations and new experiments in British design were to be overlooked and altered 
according to the COI’s new input into this project.444 R.A. Flemming, from the COI, 
confirmed that it would look to the CoID as ‘the expert on design’ for advice about 
the theme and contents of the exhibition and that on the choice of capital goods it 
would be necessary to consult the Ministry of Technology and other bodies.445  
This British design exhibition in Paris was developed by the CoID as a 
projection of the highest standards of design in British industry and targeted at a 
design-conscious French audience. However, during negotiations with the Board of 
Trade and the Foreign Office for the crucial funding, the aims of the exhibition 
shifted to becoming a prestigious propaganda exhibition of national and political 
importance and the CoID’s role in organisation receded into the background.  
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2. Exhibition Theme: Technology, Design and People 
(1) Development of exhibition theme 
The exhibition covered a large area: the entrance hall, six rooms on the 
ground floor, staircase, and 4 additional rooms on the first floor of the Musée des 
Arts Décoratifs in the Rue des Rivoli. The contents and the layout for the exhibition 
prepared by Philip Fellows at the beginning of the negotiations in 1969 were mostly 
reflected on the final blueprint of the exhibition. Paul Reilly’s initial proposal that the 
exhibition should show ‘the highest, most advanced and experimental British design’ 
continued to set the tone of the exhibition and it was heavily loaded with high 
technology design projects, such as, products made of carbon fibres, the Jaguar 
fighter, the Concorde, and developments in the British computer industry446 This 
reflected Harold Wilson’s Labour policy towards science and technology and new 
‘glamorous’ projects of the Ministry of Technology to modernize and adapt Britain 
to ‘the world of computer and the new electronics’.447 When the members of the 
CoID and of the COI discussed the theme and directions of the exhibition at a 
meeting in May 1970, Reilly once again stressed that the exhibition should be about 
‘the influence of good technology on design and good design on technology’, within 
the context of British environment and society. 448  Designs for various planning 
activities of selected British public authorities were included as examples of good 
practice. The main target audience of the exhibition was to be a highly progressive, 
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avant-guard minority, in particular opinion-moulders from the French design world. 
The general French public was considered as having ‘middle-of-the-road taste’ in 
design and to be a far less important target for this exhibition.449 
 
(2) French Industrial Design in 1950s and 1960s 
After the Second World War, French design still heavily relied on its 
reputation for exquisite craftsmanship and the luxury labels of manufacturers. 
However, the whole field of industrial design and its relationship to mass production 
was gradually introduced to and accepted amongst French designers, manufacturers, 
intellectuals, and higher government officers. Jacques Viénot played a central 
national role in terms of the promotion of industrial design and design as profession 
in France. His own design agency Bureau Technès was established in 1948 and was 
devoted to the development of industrial products. In 1951 Viénot founded the 
Institut d’Esthétique Industrielle in order to improve national standards of French 
design aesthetically and technically. He was responsible for the establishment of the 
Design Award Beauté France in 1953, the establishment of the Centre Supérieur 
d’Esthétique in 1954, and the initiation of the first industrial design course in France 
at L’Ecole des Arts Appliqués à l’Industrie in 1956.450 With the opening of Raymond 
Loewy’s Paris agency, the Compagnie d’Esthétique Industrielle in Paris in 1952, a 
growing numbers of design consultancies developed in France during the 1950s. 
French technological inventiveness was represented by the Caravelle of Sud Aviation 
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(1958), and Citroën DS19 (1956) with ‘its organic form and striking interior 
styling.’451   
During the 1960s, ‘smooth, sculpted-forms and in the bright colours of 
molded plastic’, epitomized in the Téléavia television set designed by Roger 
Tallon452 in 1963, (Fig 5.1) were popularly used in French household appliances as 
elsewhere. Prisunic, the popular chain of department store was famously selling new 
colourful modern design products at very affordable prices. 453  (Fig 5.2) At the 
opposite end of the design market, in the fashion world, haute couture houses, like 
that of the avant garde Courrèges, also used such simple sculptured forms and were 
successfully running prêt-a-porter, ready-to-wear lines for younger clients.454 (Fig 
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5.3) For professional design training, an industrial design course was opened at the 
Ecole Nationale Supérieure des Arts Décoratifs in Paris. Cree magazine, which 
focused on trends in interior design in France and overseas, was published from 
1967.455  Since its foundation in 1969, the Centre de Création Industrielle published 
the journal Le design parlera-t-il français? and organized their first exhibition 
‘Qu’est-ce que le design?’ in the Museé des Arts Décoratifs in 1969.456  
Design dedicated its issue of October 1968 to discuss these developments in 
French industrial design. A 33-page feature dealt with the new French industrial 
design including consumer goods, capital goods, graphic, architecture, marketing, 
and state investment in design. This edition was co-written by José Manser457 and 
Ariane Castaing 458  with advice from Henri Viénot and Gilles de Bure. 459  Even 
though the authors appraised French technological excellence, the authority of haute 
couture and the superior quality of French plastic goods, they condemned French 
industry in many ways as a ‘manufacturing waste land where the industrial designer 
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is seldom allowed.’ Castaing expressed the despair that she felt having seen the ‘Arts 
Menagers’ exhibition, the French equivalent of the ‘Ideal Home Exhibition’: 
 
It is here that the level of consumer goods vying for a place in the 
modern French interior can really be seen at their best - or, as is 
usually the case, at their worst: derivative kitchen equipment, 
appliquéd saucepans, and trivia aimed to satisfy the French passion 
for useless gadgetry. Faced with such a display, it is hard not to 
despair. … Look through the maze of hideous ironmongery and 
chrome-plated rotisseries and you will find the exceptionally well-
designed Scholtes wall oven - probably the best in Europe. Grope 
your way through the Americanisms and Scandinavian-influenced 
furniture and eventually you will find the highly original sculptural 
forms designed by Olivier Mourgue for Airborne. But these are rare 
finds.460 
 
The distance between pioneering modern design and, in Castaing’s words, 
the ‘vulgar and derivative’ popular taste to be found in most French industries, 
remained wide and this situation was seen not unique to France. It was intended that 
the proposed British design exhibition in Paris would show French designers and 
industrialists how to expand the boundaries of industrial design and disseminate 
high, innovative aesthetic values to the public, a focus that the CoID has been trying 
to achieve since its foundation.  
 
(3) Contents and Style of the exhibition 
In July 1970, the design consultancy firm, Crosby/Fletcher/Forbes was 
appointed as overall designer for this exhibition.461 Crosby/Fletcher/Forbes was co-
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founded in 1965 by Theo Crosby, Alan Fletcher and Colin Forbes.462 Theo Crosby 
was an architect well known for his exhibition design work, including ‘This Is 
Tomorrow’ in 1956, the award-winning British section of the Milan Triennale in 
1964 (Fig 5.4) and the Industrial Section of the British Pavilion of Expo 67 at 
Montreal.463 Their design brief for this British design exhibition in Paris was largely 
developed from the theme of ‘Technology – Design – People’ that was proposed by 
Paul Reilly and included most of the contents of the earlier proposal from Philip 
Fellows. The purpose of the exhibition was: 
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To show that Britain is a technologically alert, socially conscious, 
design-minded country with a great deal to contribute to Europe: 
and further that design is the linking factor that translates 
technology into human, cultural and environmental benefits – in 
short that in Britain design is the bridge between technology and 
people.464 
 
Design in technology became a vital subject for the CoID since the Fielden 
Report on engineering design published in 1963, which diagnosed little appreciation 
and application of design in British engineering industry.465 In reaction to this, the 
CoID declared its intention to expand the Council’s activities in this area, “not only 
because of the importance of engineering to the economy but because capital goods 
of many kinds stand to gain a great deal from a proper understanding and acceptance 
of the industrial designer’s role”.466 In 1967, capital goods were included in the 
Design Centre Awards as a separate section from consumer goods. Seven products 
were awarded for their “total excellence of design as comprising innovation, 
function, economy, efficiency in use and manufacture, as well as good ergonomics 
and appearance.”467 The integration of industrial design and engineering design was 
a key issue of the Conway Report’s proposal for a new national council in 1968. 
With extended promotional and educational activities in the fields of engineering and 
technology, the CoID became the Design Council in April 1972. The emphasis on 
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the theme of technology in ‘L’idée et la Forme’ exhibition is the reflection of this 
new direction of the CoID.  
Theo Crosby was in charge of overall design and designed the sections 
‘Shaping the Environment’ and ‘Graphic Design’. The rest of sections were allocated 
to several designers with the specific briefs about the subjects and contents of 
display: ‘Design and British Rail’ and ‘The Designers in Industry’ to Archigram468 
and Kenneth Grange 469 , ‘British Fashion Scene’ to Michael Haynes, 470  ‘Design 
Education’ to Lou Klein, James Meller and Edward Wright, the section on the 
display of consumer products from the Design Index to Barry Mazur, and the section 
which illustrated the work of the CoID to the Conran Design Group.  
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The space given for the exhibition was over three floors of the venue 
including the entrance hall and staircases leading to six small rooms on the first floor 
and four additional rooms on the second floor in the museum. It seems that the 
spaces given was quite tricky as the entrance area was tall and narrow and the rooms 
were small. Crosby proposed that “the display should combine both entertainment 
and instruction. There must be sufficient wit and drama to set people talking but 
enough didactic detail to set them thinking. Modern technology should wherever 
relevant be exploited in the display techniques.” 471  To achieve this, Crosby 
glamorised the entrance hall by installing a false ceiling made of aluminium and 
plastics with changing lights and small rotating mirrors. Crosby’s concept of 
entertainment depended upon visual sensations rather than nostalgic scenery and his 
work created a different type of spectacle to that of British Weeks that still traded in 
traditional national images.  
The marriage of technology and design harnessed for the improvement of 
people’s lives was visualized at the entrance hall featuring the eclectic display of the 
Campbell ‘Cricket’ Giroplane flying machine, a Range Rover cross-country saloon 
and the Avenger 16 glass fibre power boat, juxtaposed with a couple of mannequins 
in Carnaby Street style fashion, Easter bunnies and paper flowers (Fig 5.5). The 
Union Jack themed wall decoration started from the entrance hall and lead 
throughout the exhibition. This ‘patriotic and post-imperial commercial usage’ of 
Union Jack flag was commonly made in other British design exhibitions and British 
Weeks as seen in Chapter 4.472 Giant-sized, silver fibreglass fingers were arranged in 
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groups on tubular metal stands at the entrance and positioned to give directions to 
visitors in several places at the exhibition. (Fig 5.6)  
The exhibition continued on to sections on the first floor of the Musée des 
Arts Décoratifs, divided into ‘Shaping the Environment’, ‘Design and British Rail’, 
‘The Designer in Industry’, ‘The British Fashion Scene’, ‘Graphic Design’, ‘Design 
Education’. The sections on the second floor were devoted to the activities of the 
CoID divided into two rooms displaying consumer products selected from the Design 
Index and a further two rooms which illustrated the CoID’s role in British design and 
industry.  
The first section, ‘Shaping the Environment’ dealt with the design of homes, 
offices, schools, factories, shops, and communal spaces for daily living and promoted 
the design conscious government’s beneficial intervention using people-oriented 
design. An example of local authority housing, the Lillington Street housing scheme 
in London between 1964 and 1968 was displayed in a series of black and white 
photographs. This scheme was exhibited to demonstrate how to tackle the several 
critical problems of urban housing developments, especially high-rise council blocks 
of 1950s, in relation to existing forms, the separation of pedestrian and vehicles, the 
concern for the human scale, for the integration of social elements such as shops and 
pubs. The Lillington Street housing, built in warm red brick, was considered as 
setting a new pattern for housing development because its small scale, intimate 
spaces, and use of brick instead of concrete provided an antidote to the ‘barren 
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megalomania of the big housing estates’ and visualized the ‘romance of working 
class community.’473 (Fig 5.7) The contents of this section was developed with the 
help of Tim Rock, editor of the Architectural Review and was based on the 
‘Manplan’ series featured in the Architectural Review from September 1969 to 
September 1970. The ‘Manplan’ series looked forward to the challenges of the 1970s 
emphasizing the need to re-examine architectural solutions to health, welfare, 
education, housing, communication, industry and religion.474 The story and pictures 
of the Lillington street housing scheme featured in ‘Manplan 8: Housing’ published 
in September 1970.475 In terms of graphic design, the series was hugely controversial 
because of the use of gritty urban images and the stark photographs of buildings.476 A 
photograph of the display shows that the montage of the images of British housing 
scheme covered the whole surface of the dome-like shaped ceiling to the bottom of 
the wall with colour slide projection to show various urban environmental planning 
(Fig 5.8). Examining this image, it becomes clear that the design for a magazine 
format did not translate into exhibition space particularly well. Too many 
photographs were crammed in a small space and the wall of all black and white 
images with strong contrast was visually cluttered and confusing.   
The next section ‘Design and British Rail’ dealt with designer’s role in the 
development of the British Rail (Fig 5.9 and 5.10). Models of the prototype for the 
Advanced Passenger Train is displayed on the shelves against bright pink wall. Slide 
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projection showed the overall design programs of British Rail. In the middle of room, 
a brightly coloured object was to show the structure of the pilot’s cabin for the new 
train. Design policy in the modernization of the British Rail since 1955 received 
attention from the CoID, featuring in a few exhibitions in the Design Centre as well 
as in articles published in Design.477  This was also shown in the British design 
exhibition in Moscow in 1964 as discussed in earlier in this thesis. In 1968, the 
advanced Passenger Train Scheme to develop a new high-speed train with the Rolls 
Royce Dart gas turbine engine was supported by the Ministry of Technology with a 
grant of half the £10 million development cost.478 This section together with the first 
section on housing dealt with the role of design and designer in public service and 
government projects. It represented the CoID’s involvement with such projects as an 
adviser or approver and also demonstrates the utilitarian and egalitarian principles of 
modern design that the CoID pursued from the beginning of its foundation. The 
serious and rational aspects of design were again shown in the following section, 
‘The Designer in Industry’. The role of designer in engineering design was illustrated 
through various case studies including Range Rover (Fig 5.11). 
It is worth mentioning the style of the display in these two sections, both of 
which were designed by Archigram. The use of bright colours with unusual shapes 
and angles seems to resonate with the Pop style. From 1961, Archigram 
experimented the idea of ‘expendability,’ obsolescence and high technology in a 
series of architectural projects published in Archigram magazine, such as Capsule 
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Home and Plug-in City in 1964. Their vision of Pop and graphic presentation created 
powerful and influential Pop images, which were circulated through the colour 
supplements to a wider audience.479 By 1970, the image and vision of Archigram was 
accepted in British government projects such as a capsule display at the Osaka 
Expo.480       
It was the section titled ‘The British Fashion Scene’ that truly demonstrated 
the appropriation of the Pop culture by the British establishment. This was the first 
feature display of fashion in the CoID’s overseas exhibition. Fashion had been 
included in many commercial promotions overseas, notably the fashion shows in 
British Weeks that were the most popular events and commercially successful 
ventures due to the international fame of the London young fashion style of the 
Swinging Sixties. However, fashion was hardly accepted as a part of modern design 
promotion of the CoID.  Fashion was marginalized as ‘being essentially frivolous 
and even laughable’ in the modern design discourse of the CoID from the beginning, 
as seen at the ‘Britain Can Make It’ exhibition which featured only 127 female 
garments plus 22 items of knitwear. 481  It was only in 1970 that fashion was 
mentioned as an appropriate category of consumer products for the Design Centre 
Awards.482 The photograph collection of the Design Council Archive contains only a 
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small number of photographs on fashion, mainly from 1980s and focused on 
knitwear. This evident dismissal of fashion in the promotion of modern good design 
is a reflection of the CoID’s gendered and rational modernist idea of design.483    
‘The British Fashion Scene’ was to represent the entire market spectrum, 
from all ranges of prices in a setting of ‘shop design echoing the modern idiom, 
without being predominantly pop’.484 The selection comprised designs by leading 
London fashion designers such as Mary Quant, Ossie Clark, Bill, Gibb, Jean Muir, 
Zandra Rhodes, Thea Porter, Gina Fratini, Biba and Mr. Freedom- all the major 
names in the young British fashion scene in 1960s, working in the top to mid price 
range. In addition, classic tailored clothes by more traditional top-level ready-to-wear 
companies, such as Aquascutum and Jaeger were added. Clothes on mannequins 
were displayed in a complex series of arches decorated with Pop art patterns. The 
space became quite dark with spotlights on the garments. Highlighted against a dark 
background, this increased the dramatic effect of the display, perhaps replicating the 
atmosphere of the new fashion boutiques that changed the shopping experience for 
young customers in London in the late 1960s (Fig 5.12 and 5.13).  
The booklet for the exhibition affirms that the intention of this fashion 
display matched the CoID’s idea of British design, that is, a mix of modernity, 
tradition and quality: 
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British fashions cater for all tastes and ages. There is a new sense 
of fun and freedom in much that people wear, and the experiments 
of the young at heart with materials, colours, patterns and 
accessories, reflect their urge towards a new way of living. But 
British fashions are based on find traditions and the cut and 
craftsmanship is still there, for all who appreciate it.485 
 
British Pop culture in the 1960s was an expressive representation of the new attitude 
and aspiration of youthful Britain. Fashion was crucial in creating the ‘look’ of Pop, 
notably through the work of Mary Quant (Fig 5.14) and Ossie Clark. 486  This 
revitalization of design in London, in particular, Carnaby Street and King’s Road 
became internationally known as ‘Swinging London’ after an article called “London-
The Swinging City” was published in Time magazine in 1966. (Fig 5.15) As Lesley 
Jackson clarifies in The Sixties: Decade of Design Revolution, by the time the media 
began to focus on the scene, Pop art and design became extremely commercialised 
and stylised and ‘the breath, strength and aesthetic significance’ of Pop movement 
lost its essence.487    
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The rising popularity of Pop provided the CoID with a dilemma: whether to 
accept or reject Pop. Paul Reilly assessed the situation in an article titled “The 
Challenge of Pop” published in 1967: 
 
the CoID got the worst of both worlds. Their genuine concern for 
commonsensical standards created the very conditions (i.e. an 
apparent style) that led their critics to accuse them of being 
interested only in fashion; while the fashion in which they appeared 
to be interested was, through its own unfashionable sobriety, itself 
the cause of a dangerous loss of touch with the rising generation. 
All of which lit a red light in Haymarket.488   
 
Then he suggests that the CoID accept transient value of design instead an idea of 
universal principles and thus face the challenge of Pop or embrace it: 
 
We are shifting perhaps from attachment to permanent, universal 
values to acceptance that a design may be valid at a given time for 
a given purpose to a given group of people in a given set of 
circumstances, but that outside those limits it may not be valid at 
all; and conversely there may be contemporaneous but quite 
dissimilar solutions that can still be equally defensible for different 
groups … All that this means is that a product must be good of its 
kind for the set of circumstances for which it has been designed.489  
 
Reilly appears to understand the changes of design in 1960s replacing an 
idea of timeless value in modern design with a changeable one subject to time, place 
and circumstances, a concept that ‘good’ design is relative. This change of ideology 
is reflected in some of the products that included in the Design Index and that 
received the Design Centre Awards, such as Peter Murdock’s children’s chair made 
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of cardboard, received the Award in 1967 (Fig 5.16). It is also possible to detect 
elements of Pop design in the display of consumer products from the Design Index in 
British design exhibition in Paris (Fig 5.17).   
However, Reilly’s understanding of Pop is ultimately based on the 
conviction of Pop as ‘image, look and appearance’ over ‘reality, purpose and 
substance.’ He concludes the article by repeating the core value of the CoID’s 
modern design, that is, function, discipline, common sense, honesty and sincerity 
would allow the CoID to ‘sift the contributors from the charlatans.’ 490  Patriotic, 
egalitarian and modernist resonance was evident in the forward of the exhibition 
catalogue written by Paul Reilly: 
   
From being a country enriched but burdened with a world famous 
traditional heritage … from being a country weighed down with the 
physical aftermath of the world’s first industrial revolution … with 
little incentive for design innovation … Britain has become, if not 
the leader, certainly one of the vanguard in terms of social 
rehabilitations, environmental concern and creative, imaginative 
design. … Britain is officially committed to a host of good 
intentions: to preservation of countryside and of good buildings; to 
planning for town and country; to rejuvenation of internal 
transport; to encouragement of the arts; and to promotion of design 
throughout industry and commerce.491 
 
In the version of British modernity and design projected through ‘L’idée et la Forme’ 
exhibition, the place for Pop design was peripheral and the vitality of Pop was lost in 
the persistent conservative ideology of the British establishment.  
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To conclude, the ‘L’idée et la Forme’ exhibition was initiated by the CoID 
to show the most innovative, advanced modern British design to the design-
conscious French audiences. However, the CoID ended up handing over the 
organisational control of the exhibition the Central Office of Information due to the 
Council’s lack of resources, in particular lack of funding for the exhibition. This 
exhibition in Paris became politically charged cultural propaganda in conjunction 
with the British government’s attempt to join in the European Communities. The 
theme of the exhibition, ‘Technology, Design and People’, focused on the role of 
design in high technology and engineering, which reflected the British government 
policy in relation to technology and science and concurred with the shifting priority 
of the CoID’s activity, from the promotion of consumer products to the integration of 
industrial design with technology and engineering. An egalitarian, rational and 
modernist vision of design was strongly present in the sections dealing with housing 
development and railway projects. The influence of Pop design was most evident in 
the ‘British Fashion Scene’ but the vitality and ideology of Pop was rather 
circumscribed and the youthful Pop images were truly ‘contained’ by the British 
establishment.492 
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                                Fig 5.1 Télévia, designed by Roger Tallon. 1963.  
                                Garner, Philippe. Sixties Design. Köln: Taschen, 2003. 108. 
 
 
 
Fig 5.2 Living room for Prisunic. 1964-70. Guidot, Raymond. "Forty Years of 
French Design." L'art De Vivre: Decorative Arts and Design in France 1789-
1989. London: Thames and Hudson, 1989. 104. 
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Fig 5.3 Courrèges. Photograph by John French 1965. Breward, Christopher, David 
Gilbert, and Jenny Lister, eds. Swinging Sixties: Fashion in London and 
Beyond 1955-1970. London: V & A Publications, 2006. 89. 
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Fig 5.4 British Section at Milan Triennale 1964. Design Council Archive. 
 
 317 
 
Fig 5.5 Entrance of ‘L’idée et la Forme’. Paris 1971. Princess Margaret opening the 
exhibition. Jours de France 13 April 1971. Design Council Archive 
1005/179/pt1. 
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Fig 5.6 Entrance of ‘L’idée et la Forme’ Paris 1971. Design Council Slide 
Collection. Manchester Metropolitan University.190A 
 
 
 
 
 
 
 
 
 
 
 
 
 
 319 
 
Fig 5.7 Lillington Street Scheme. Photographed by Richard Einzig. 
http://www.arcaid.captureweb.co.uk 
 
 
 
 
 
 
Fig 5.8 ‘Shaping the Environment’ Section, ‘L’idée et la Forme’ Paris 1971. Design 
Council Slide Collection. Manchester Metropolitan University.191A 
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Fig 5.9 ‘A view of ‘Design and British Rail’ Section, ‘L’idée et la Forme’ Paris 
1971. Design Council Slide Collection. Manchester Metropolitan University.192A 
 
 
 
 
Fig 5.10 ‘A view of ‘Design and British Rail’ Section, ‘L’idée et la Forme’ Paris 
1971. Design Council Archive. 
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Fig 5.11 ‘The Designer in Industry’ Section, ‘L’idée et la Forme’ Paris 1971. Design 
Council Slide Collection. Manchester Metropolitan University.196A 
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Fig 5.12 ‘The British Fashion Scene’ Section, ‘L’idée et la Forme’ Paris 1971. 
Design Council Archive. 
 
 
Fig 5.13 ‘The British Fashion Scene’ Section, ‘L’idée et la Forme’ Paris 1971. 
Design Council Archive. 
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Fig 5.14 Ginger group collection, designed by Mary Quant. Petticoat magazine 
March 1968. Harris, Jennifer, Sarah Hyde, and Greg Smith. 1966 and All 
That: Design and the Consumer in Britain 1960-1969. London: Trefoil 
Design Library, 1986. 32. 
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Fig 5.15 Time magazine cover designed by Geoffre Dickison. 15 April 1966. 
Breward, Christopher, David Gilbert, and Jenny Lister, eds. Swinging Sixties: 
Fashion in London and Beyond 1955-1970. London: V & A Publications, 
2006. 9. 
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Fig 5.16 Those things, designed by Peter Mudoch, made by Perspective Designs Ltd. 
Design 233(1968) 33. 
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Fig 5.17 Display of British design goods from Design Index. ‘L’idée et la Forme’ 
Paris 1971. Design Council Slide Collection. Manchester Metropolitan 
University.202A 
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Conclusion 
 
The significant issues raised from this study of overseas exhibitions are as 
follows. Firstly, the study reveals that the notion of ‘good’ design or modern design 
of the CoID was complicated and compromised through the organisations of 
overseas exhibitions. Secondly, the study highlights that the representation of British 
national identity were a mixed spectacle of tradition, heritage and modernity. 
Thirdly, the organisational processes of overseas exhibitions that the CoID organised 
or participated in, reveal that overseas exhibitions were the contested spaces where 
different aims and interests of the CoID and other involved bodies such as the Board 
of Trade, the Foreign Office, the British Council, the Central Office of Information 
and the foreign organisers were conflicted and overlapped. Lastly, this study finds 
that overseas exhibitions were a part of British government’s economic and cultural 
propaganda.  
 
1. The CoID’s notion of good modern design 
It is evident that the CoID’s version of good design emphasized rational and 
self-conscious process of design: it was the integral part of product developments, as 
Gordon Russell had stated.493  This is demonstrated in the themes of prestigious 
exhibitions studied in this thesis. The ‘Modern UK’ exhibition in 1949 examined in 
Chapter 2 and ‘The Role of Industrial Designer in British Industry’ in 1964, the 
subject of Chapter 3 both dealt with how successfully industrial designer worked in 
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design developments of products and represented the rational and serious aspects of 
good design in a clean, modernistic and educational style of display.  The ‘L’Idée et 
la Forme’ exhibition in 1971 also displayed the role of design and designers in 
society. The CoID’s emphasis on the role of design and designers in British industry 
is also noticeable in the selection of exhibits. Many firms that the CoID favoured in 
its exhibitions, such as Wedgwood and Hille, had decisive design policies through 
running in-house design teams and collaborating closely with consultant designers. 
Throughout the overseas exhibitions, quality of design products surfaces as an 
essential attribution of the good modern design that the CoID promoted. As seen 
from the 1964 exhibition and the 1971 exhibition, the focus on consumer products of 
modern design shifted to the inclusion of engineering and capital goods, which 
reflected the changing strategies of the CoID’s activities towards industrial design in 
engineering and technology during 1960s.  
More importantly, the study of overseas exhibition uncovers that the notion 
of the CoID’s modern design was subjective and flexible, shifting according to the 
circumstances of each exhibition. A purer and radical version of modern industrial 
design in 1949 ‘Modern UK’ exhibition was altered into one with stronger presence 
of crafts and tradition in 1952 ‘Design from Britain’ exhibition in Oslo, and in 1953 
‘Design from Britain’ that toured USA, because of the interference from host parties 
in the selection of exhibits. Modern design tinted with a flare of British traditional 
characteristics was also true of retails exhibitions that the CoID organised for the 
foreign stores, dealt with in Chapter 4. The conditions of retail exhibitions, often 
inserted into existing department store arrangements, the CoID had little power to 
control the contents and styles of such events and the decisions of overseas retailers 
 329 
were dominant. The ideal of the CoID’s modern design was, therefore, seriously 
compromised and the CoID found itself in negotiating and searching for a right 
balance between modernism and traditionalism.  
In retail exhibitions and the CoID’s exhibitions accompanied British Weeks, 
the export potential was one of the most important criteria for the selection of 
exhibits and was decided by some export promotional bodies of the Board of Trade. 
The importance of commercial success of modern design promotion of the CoID was 
seen paramount for its existence and the rhetoric of commercial potential of overseas 
exhibitions were persistent. The commerciality of good design remained as an ideal, 
but unachievable goal of the CoID’s promotion of modern British designs. The 
problem of the CoID lies in the way that it chased the commercial success of the 
good design promotion, which was innately un-commercial. The aesthetical 
principles of good design embraced by the CoID has its root in the Arts and Crafts 
movement, mixed with elements of European Modernism; mass production should 
be of high quality and these products demonstrated comfort and even cosiness. 
Socialist morals imbedded in its belief of good design were expressed by the fact that 
the large proportion of its good design examples were created for public services, 
schools and hospitals, and nationalised industries such as transportation, as seen in 
the inclusion of the design programme of British Rail in the 1964 exhibition and in 
the 1971 exhibition.   
 The study of overseas exhibitions in this thesis enriches the narratives of 
the CoID’s modern design history by illuminating the changes shown through the 
contents and styles of the case studies and by highlighting the Council’s responses to 
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the ideological and aesthetical criticism on its value of Modernism in design from the 
mid 1960s. The changing conception of ‘modern’ and the fascination with the youth 
and popular tastes of technology and obsolescence evident in pop culture and post-
modern ideology had an impact, however limited and belated, on the CoID’s 
approaches to overseas exhibitions as accentuated in the case of 1971 exhibition in 
Paris.   
 
2. Representation of British national identity  
The representation of British identity in design and culture in overseas 
exhibitions highlighted the tension between tradition and modernity in formation of 
British national identity for foreign audience. The ultimate aim of the CoID’s 
overseas exhibitions was the projection and dissemination of modern and forward-
looking images of Britain and British design against traditional and conservative 
character of British products, which was more popular with foreign buyers.  
However, constant references were made to tradition. In 1949, Russell and Waterer 
emphasised quality and craftsmanship of British products, which was often related to 
the traditional value of British design. In 1959, display units of photographs showing 
examples of British tradition in design and evocative scenery of Britain were 
specially designed for overseas exhibitions. Discussing the display of the British 
Trade Fair in New York in 1960, Reilly asserted that the dual images of Britain and 
British design, modern and traditional, should be projected together in overseas 
exhibitions. James Gardner, designer of the British Trade Fair in 1960, also 
mentioned the usefulness and popularity of history and tradition for exhibition 
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design. Seen from retail exhibitions in Jelmoli department store and Shirokiya 
department store in 1960 and Au Bon Marché in 1962, the CoID’s modern design 
appropriated a British historical context, emphasising its root to traditional qualities.  
The study of British Weeks highlights how the spectacularisation of British 
tradition, heritage and modernity through technology contributed to the formation of 
British national identity abroad. Spectacle of tradition, highly imperial, military and 
nationalistic, was created through the display of symbolic visual codes of Britain 
such as Union Jack and British emblems; performances of traditional rituals; 
presence of iconic tourist images. Modernity of British culture was represented 
through the Pavilion of Technology, the CoID’s design exhibition and the inclusion 
of British Pop culture.  However the festive spectacle of British tradition and heritage 
superseded the modern spectacle and contributed to the enforcement of the 
traditional images of British culture and design. 
 
3. Overseas exhibitions as contested space 
The observation of organisational processes of the CoID’s overseas 
exhibitions reveals that overseas exhibitions were the contested spaces of conflicting 
ideas and interests of the CoID and other involved bodies such as the Board of Trade, 
the Foreign Office, the Central Office of Information, and foreign organisers.   
Because of the lack of authority and funding, the intention of the CoID to 
organise British design exhibition was always mediated through other British 
government bodies. The ‘Modern UK’ exhibition in 1949 and the ‘Design from 
Britain’ exhibition in 1952 were both handled by the British Council despite the 
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CoID’s initial proposal of and involvement with the exhibitions. Again, the loss of 
control over the exhibition process to the Central Office of Information was shown in 
‘The Role of Industrial Designers in British Industry’ exhibition in 1964 and  ‘L’idée 
et la Forme’ exhibition in 1971. To obtain crucial funding for overseas exhibition, 
the CoID had to make a case for its economic or political usefulness and the value of 
design exhibition without these strings was often dismissed by the British 
government bodies, as seen in the Board of Trade rejection of financial support for 
the 1949 exhibition and 1971 exhibition.  
The Board of Trade and the Foreign Office often fought over the nature of 
overseas exhibitions and who to have financial responsibility for them. They differed 
their view on British government’s role in promotion of export through overseas 
exhibitions shown in Chapter 2. The Board of Trade would support only exhibitions 
with tangible commercial gains and trade fairs attracted substantial interests of 
British industry. On the other hands, the Foreign Office took an approach to guide 
and introduce British industry to new markets, which would not necessarily give 
immediate financial return. The exhibition categories, commercial and prestigious, 
were used in their deliberations over viability and responsibility for particular 
exhibitions. The differences of these two bodies resurfaced again over cultural events 
of the British Weeks. The Board of Trade wanted to keep British Weeks as mainly 
export promotion of British consumer products and did not welcome the emphasis on 
and the cost of cultural events. The Foreign Office viewed that cultural events were 
essential for the success of British Weeks as cultural promotion of the British way of 
life.  
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As to what to exhibit, the CoID’s proposal and selection was often contested 
by the other involved bodies. The conflict between the CoID and the British Council 
was apparent over the proposal of exhibition theme for ‘Modern UK’ exhibition in 
1949. In the selection of exhibits for the ‘Design from Britain’ exhibition in 1953, 
the CoID expressed its opposition to the American organiser’s preference. The 
different opinion between the CoID and Soloviev in the selection of exhibits and the 
style of display resulted in scraping a room setting display of 1964 Moscow 
exhibition. Regarding the selection of designer for exhibition and display, the CoID 
had to fight for their choices of designers, Conran Design Group for 1964 Moscow 
exhibition and Crosby/Fletcher/Forbes for 1971 exhibition against the Central Office 
Information’s proposal of using its own designers. On the issue of how to display, 
the CoID and foreign retail organisers often had conflicted ideas. The CoID wanted 
to reflect its modern design ideology in more prestigious display. Meanwhile, foreign 
retail organisers who were normally in charge of display in such events, preferred 
commercial shows full of traditional flare. Overseas exhibitions studied in this thesis 
are, using Karp and Lavine’s words, results of mixing ‘different abilities, 
assumptions, desires and interests’ 494  of individuals and organisations involved. 
Cultural outcomes and meanings from these overseas exhibitions do not entirely 
reflect the original intention of the CoID.    
Studying overseas exhibitions in various scales, with commercial, political 
or cultural intentions, contributes to reconstruct the regular working processes in the 
organisation of exhibitions by the CoID and the British governmental bodies and to 
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integrate these events into the historical perspectives of the Council’s whole 
promotional and exhibitionary activities as well as the British government’s 
exhibition policies from the immediate post-war years to 1971. The research also 
suggests issues in the study of exhibitions of contemporary design objects, 
commercial exhibitions such as retail exhibitions and trade fairs, and temporary 
and/or travelling exhibitions, all of which have rarely been dealt in exhibition 
studies. Finally, the primary visual resources from the Design Council Archive, the 
Design Council Slide Collection, the National Archives and so on, would be 
invaluable for further studies on history of exhibition design and display.  
 
4. Overseas exhibitions as cultural propaganda 
This research places overseas exhibition of the CoID in the frame of British 
government’s economic and cultural propaganda. All the exhibitions dealt in this 
thesis were conceived as design exhibition with an economic logic, fitting the slogan 
of ‘good design sells’. However, it was and is not possible to prove the economic 
benefits of these exhibitions as demonstrated in the arguments about commercial 
success of British Weeks. Instead, the overseas exhibitions of the CoID were more 
successful as cultural and political propaganda. The ‘Modern UK’ exhibition and 
‘Design from Britain’ exhibition in Oslo successfully promoted the modern image of 
Britain and recovery from the War through exhibiting modern industrial design 
products. The ‘Design from Britain’ exhibition toured in USA, although ended rather 
unsatisfactorily for the CoID, was a part of efforts to enhance the international 
relationship between Britain and USA. ‘The Role of Industrial Designer in British 
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Industry’ was the purest form of cultural and political propaganda in the context of 
Cold War. British Weeks began as an economic promotion to to increase British 
export but ended as cultural promotion of the British way of life and representation 
of British national identity. There was also the political consideration of which cities 
would hold British Weeks and which were important from a British perspective. The 
prestigious exhibition, ‘L’idée et la Forme’, helped to project British design and 
culture in time for a British attempt to enter the EEC. The role of exhibition as 
cultural export in order to promote national images and identities can be identified in 
national pavilions of international exhibitions that took place in bigger scale. 495 
Overseas exhibition studies here served the same purpose, perhaps on a smaller scale 
but are as important since they repeatedly and persistently present national images.  
 
By concentrating on smaller and less well-known exhibitions and on 
exhibitions in more complex organisational contexts, this research enhances the 
understanding of the CoID’s design promotion and its complexity in the context of 
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British government economic, cultural and political propaganda. It also locates the 
role of CoID and its overseas exhibitions in making of British national identity. 
Design histories of the principle and style of good modern design of the CoID, are 
mainly focused on the early period of the CoID496, while this thesis sheds lights on 
the CoID’s flexible and subjective approaches to good design and modern design by 
a juxtaposition of tradition, modernity and technology, reflecting the changes in the 
CoID throughout until 1972 when it was reorganised.  
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       Appendices 2. List of Exhibits shown in Overseas Exhibitions 
              ‘Modern UK’ Amsterdam 1949 
‘Design from Britain’ Oslo 1952 
‘Design from Britain’ Washington D.C. 1953 
‘Design Centre Comes to Ghana and Nigeria’ Accra; Lagos 1959 
‘British Design Exhibition’ Tokyo 1960 
‘Design Centre Award Exhibition’ Beirut 1961 
British Section in ‘International Handicrafts and Trade Fair’ Munich 1961 
‘British Textile Display’ Rome 1961 
‘Ici Londre’ Paris 1962 
‘The Role of Industrial Designer in British Industry’ Moscow 1964 
‘British Design Exhibition’ Prague 1965 
‘Design Centre Award Exhibition’ Bordeaux 1969 
‘International Exhibition of Industrial Design’ Jablonec 1969 
‘British Design Exhibition’ –British Shopping Fortnight Helsinki 1970 
‘L’idée et la Forme’ Paris 1971   
 
Appendices 1. List of Overseas Exhibitions 
 
ExhibitionTitle City Country OpenDate
Close
Date Organisation
BKI International Exhibition of Industrial Design Amsterdam Netherlands 20.3.49 10.4.49 British Council, Bond Voor Kunst in Industrie
German Industries Fair Berlin Germany 1.10.50 15.10.50 Board of Trade
Industrial Design 1951 BC to 1951 AD Toronto Canada 1.1.51 30.1.51
Design from Britain Oslo Norway 3.5.52 30.4.53 Society of Industrial Artists, British Council,
Landsforeningen Norsk Brukskunst
Design from Britain Washington D.C. USA 19.3.53 22.4.53 Dollar Exports Council, Smithsonian Institution
UK Pavilion at the Rhodes Centenary Celebration Bulawayo South Rhodesia 31.5.53 31.8.53 British Council, Commonwealth Relations Office,
Board of Trade
Formschaffen in England Zurich Switzerland 21.6.53 16.8.53 British Council
St. Erik's Fair Stockholm Sweden 22.8.53 9.6.53 Commercial Relations and Exports Department
Modern UK, British Pavilion at the
Canadian National Exhibition
Toronto Canada 28.8.53 9.12.53 Commercial Relations and Exports Department
UK Stand, Royal Netherlands Industries Fair Utrecht Netherlands 30.3.54 4.8.54
 Board of Trade stand 
Brussels International Fair
Brussels Belgium 24.4.54 9.5.54 Board of Trade, British Embassy
Modern UK, British Pavilion at the
Canadian National Exhibition
Toronto Canada 27.8.54 11.9.54
 Board of Trade Stand at St. Erik's Fair Stockholm Sweden 28.8.54 12.9.54
Exhibition of table glass Brussels Belgium 1.4.55 1.12.55
British Stand, International Trade Fair Brussels Belgium 23.4.55 8.5.55 Board of Trade
H55 Exhibition Halsingborg Sweden 10.6.55 28.8.55
Modern UK, British Pavilion at the
Canadian National Exhibition
Toronto Canada 26.8.55 10.9.55 Board of Trade,
UK Trade commissioner in Toronto
Board of Trade stand at St. Erik's Fair Stockholm Sweden 27.8.55 11.9.55 Board of Trade
Zagreb International Fair Zagreb Hungary 2.9.55 13.9.55 Foreign Office, Central Office of Information
UK Pavilion at the German Industries Exhibition Berlin Germany 24.9.55 9.10.55 Foreign Office
British Trade Fair Copenhagen Denmark 29.9.55 16.10.55 Victoria and Albert Museum, Royal College of Art
British Government Stand at the
Milan International Samples Fair
Milan Italy 12.4.56 27.4.56 Board of Trade
Exhibits from Design Centre Stockholm Sweden 1.6.56 18.6.56 Svenska Slodiforeningen
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British Government Stand at the
Vienna Autumn Fair
Vienna Austria 9.9.56 16.9.56 Board of Trade
British Government Stand at the
Milan International Samples Fair
Milan Italy 12.4.57 27.4.57
British Trade Fair Helsinki Finland 6.9.57 22.9.57
Vienna International Autumn Trade Fair Vienna Austria 8.9.57 17.9.57
British Shopping Fortnight Johannesburg South Africa 17.9.57 28.9.57
Royal Netherlands Industries Fair Utrecht Netherlands 18.3.58 27.3.58
British Design exhibition The Hague;
Amsterdam;
Rotterdam
Netherlands 1.2.59 28.2.59
Design from Britain,
Brussels International Exhibition
Brussels Belgium 17.4.58 17.10.58 Federation of British Industries
British Columbia International Trade Fair Vancouver Canada 1.5.58 10.5.58
British Pavilion at the Canadian National Exhibition Toronto Canada 20.8.58 6.9.58
British Design exhibition Ottawa Canada 27.1.59 28.2.59 National Industrial Design Council of Canada
The Design Centre comes to Ghana and Nigeria Accra; Lagos Ghana; Nigeria 11.11.59 28.11.59 United Africa Company
British Fortnight Zurich Switzerland 4.2.60 27.2.60
International Exhibition of Industrial Design Brussels Belgium 17.2.60 5.3.60 Le Signe d'Or
International Handicrafts and Trade Fair Munich Germany 27.5.59 7.6.59 British Furniture Manufacturers'
Federated Associations
British Trade Fair Lisbon Portugal 29.5.59 14.6.59
British Pavilion at the
Canadian National Exhibition
Toronto Canada 19.8.59 5.9.59
German Industries Exhibition Berlin Germany 12.9.59 27.9.59 Foreign Office, Central Office of Information
British Design Copenhagen Denmark 20.11.59 6.12.59 British Import Union
British Exhibition New York USA 10.6.60 26.6.60 Federation of British Industries,
British Overseas Fairs Ltd.
Milan Triennale Milan Italy 16.7.60 4.11.60
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Board of Trade Stand at the
Canadian National Exhibition
Toronto Canada 24.8.60 10.9.60 Robert Simpson Co.Ltd.,
Central Office of Information
British Week Nuremberg Germany 8.10.60 19.11.60
British Week Linz Austria 18.11.60 15.12.60 British Embassy, Board of Trade,
Commercial Attache at Austrian Embassy
Woman and Her Home Vienna Austria 2.12.60 31.12.60 Board of Trade
British Exhibition Tokyo Japan 7.6.60 12.6.60 Liberty & Co.Ltd., Woolland Brothers Ltd.
Design Centre Award 1960 Exhibition Milan Italy 25.8.60
Design Centre Award 1960 Exhibition Helsinki Finland 20.5.60
Design Centre Award 1960 Exhibition Berlin Germany 17.9.60 25.9.60
Design Centre Award Display Johannesburg South Africa 9.12.60
Design Centre Award Exhibition Adelaide;
Melbourne;
Launceston;
Hobart
Australia Board of Trade
Design Centre Award Exhibition Springfield;
Dallas;
Sacramento
USA Board of Trade
Design Centre Award Exhibition Arnhem Netherlands
Design Centre Award Exhibition Beirut Lebanon 1.10.61 30.11.61
Board of Trade Stand at the
International Trade Fair
Vancouver Canada 3.5.61 13.5.61 Board of Trade
Board of Trade stand at the
Budapest Industrial Fair
Budapest Hungary 19.5.61 29.5.61 Central Office of Information
International Handicrafts and Trade Fair Munich Germany 31.5.61 11.6.61
German Industries Fair Berlin Germany 14.10.61 29.10.61
Design Centre Exhibition Stockholm Sweden 18.10.61 12.11.61
British Textile display Rome Italy 1.5.61
London Look The Hague;
Rotterdam
Netherlands 29.4.61 12.5.61
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Design Centre Awards Geneva Switzerland 1.10.62 13.10.62 Board of Trade
Design Centre Awards USA 1.8.62 1.12.62 Board of Trade
British Pavilion, Rand Easter Show Johannesburg South Africa 10.4.62 23.4.62 Central Office of Information
Board of Trade stand, British Exhibition Stockholm Sweden 17.5.62 3.6.62 Board of Trade, Central Office of Information
International Samples Fair Barcelona Spain 1.6.62 20.6.62 Central Office of Information
British Pavilion, International Trade Fair Melbourne Australia 27.2.62 16.3.62 Central Office of Information
British Fair Tokyo; Osaka Japan 1.6.62 31.7.62
British Design Exhibition Tokyo Japan 1.12.62 31.12.62
Gate way to Britain Bergen  Norway 1.9.62 30.9.62
Ici Londres Paris France 1.11.62 31.12.62
Design Centre Awards exhibition Geneva Switzerland 1.10.62 31.10.62
The Design Centre comes to Stockmann's Helsinki Finland 1.3.62 30.3.62
Industrial Design Exhibition Buenos Aires Argentina 1.4.63 30.4.63
International Handcraft and Trade Fair Munich Germany 16.5.63 26.5.63
International Design Exhibition Paris France 14.6.63 15.10.63 Society of Industrial Artists and Designers, Board of Trade
British Week Adelaide Australia 16.9.63 21.9.63
British Week Hobart Australia 5.10.63 13.10.63 Board of Trade
British Design Exhibition Warsaw Poland 2.11.63 17.11.63 Central Office of Information
British Design Exhibition Cracow Poland 2.12.63 27.12.63 Central Office of Information
International Toy Display Stockholm Sweden 13.12.63 2.2.64
Festival Britannia Salisbury South Rhodesia 27.5.63 27.6.63 Board of Trade
British Festival New Orleans USA 23.9.63 5.10.63
British Week Dusseldorf Germany 23.5.64 31.5.64 Board of Trade, Central Office of Information
British Week Copenhagen Denmark 25.9.64 4.10.64
Free Time-The Constructive Use of Leisure,
Milan Triennale
Milan Italy 12.6.64 27.9.64
The Role of Industrial Designer
in British Industry
Moscow USSR 20.8.64 20.9.64 Foreign Office, Central Office of Information,
VNIITE
British Week Brisbane Australia 12.4.64 18.4.64
British Exhibition Sydney Australia 10.9.64 25.9.64 Central Office of Information
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Design for Living, Central African Trade Fair Bulawayo Rhodesia 23.4.64 2.5.64 Central Office of Information
British Week Amsterdam Netherlands 15.5.65 21.6.65 Board of Trade,
National Wool Textile Export Corporation
British Week Milan Italy 9.10.65 17.10.65
British Week Hong Kong Hong Kong 3.3.66 12.3.66
British Design Exhibition Prague Czechoslovakia 19.10.65 7.11.65 Foreign Office, Central Office of Information
British Official Stand, Industrial Trade Fair Lyon France 20.3.65 29.3.65
British Official Stand, International Trade Fair Brussels Belgium 30.4.65 11.5.65
British Official Stand, International Trade Fair Gothenburg Sweden 7.5.65 16.5.65
British Official Stand, International Trade Fair Luxembourg Luxembourg 27.5.65 6.6.65
British Design Centre Awards Tokyo Japan 1.9.65 1.9.65
British Design Exhibition New York USA
Britain at Home in Town and Country,
British Trade Fair and Fortnight
Oslo Norway 29.4.66 15.5.66 Board of Trade, Ideal Home magazine
British Week Lyons France 21.10.66 30.10.66 Board of Trade, Central Office of Information
Role of designers and design management
in British industry
Zagreb Yugoslavia 8.3.67 19.3.67 Foreign Office, Central Office of Information,
Yugoslav Federal Chamber of Economy
British furnishing fabric display Vancouver Canada 12.5.66 21.5.66
London Design Centre Exhibition New York USA 12.9.66 24.9.66
British Fortnight Tel Aviv Israel 13.10.66 30.10.66 Board of Trade,
Israel Committee of the British National Export Council
British Festival Miami USA 20.2.67 4.3.67
British Week Brussels Belgium 30.9.67 7.10.67 Board of Trade, Central Office of Information
British Week Toronto Canada 12.10.67 21.10.67 Board of Trade, Central Office of Information
Role of designers and design management
in British industry
Belgrade Yugoslavia 6.4.67 23.4.67 Foreign Office, Central Office of Information
International Handicrafts and Trade Fair Munich Germany 15.3.68 24.3.68 German Rat fur Formgebung
British week Stockholm Sweden 27.9.68 5.10.68 Board of Trade, Central Office of Information
British Shopping Week Bruges Belgium 20.4.68 6.5.68 Board of Trade
British Shopping Week Lille France 11.10.68 19.10.68 Board of Trade, Central Office of Information
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Biennial of Industrial Design Ljubljana Yugoslavia 19.4.68 26.5.68 Foreign Office
British Week Tokyo Japan 26.9.69 5.10.69 Board of Trade, Central Office of Information
British Week Vienna Austria 10.10.69 18.10.69 Board of Trade, Central Office of Information
London Week Gothenburg Sweden 14.9.69 5.10.69 Rohsska Museum
British Shopping Fortnight Helsinki Finland 25.9.70 8.10.70 Central Office of Information,
Dept of Trade and Industry
British Shopping Fortnight Copenhagen Denmark 28.9.70 17.10.70
British Shopping Fortnight Brussels Belgium 16.9.70 13.10.70
British Shopping Fortnight Zurich Switzerland 2.11.70 14.11.70
L'Idee et La Forme Paris France 1.4.71 31.5.71 Foreign and Commonwealth Office,
Central Office of Information
British design exhibition Paris France 7.4.71 7.5.71
Bordeaux International Fair Bordeaux France 15.5.71 24.5.71 British Embassy in Paris
British Week San Francisco USA 1.10.71 6.10.71 Dept. of Trade and Industry,
Central Office of Information
Design Awards Exhibition Bordeaux France 16.10.69 31.10.69 British National Export Council,
Central Office of Information
International Exhibition of Industrial Design Jablonec
nad Nison
Czechoslovakia 5.7.69 3.8.69
Design of the Year Bergen Norway
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‘Modern UK’ Amsterdam 1949 
Product name Designer Manufacturer Note
Evanton Colour 9 Robertson, 
Wiliam
Donald Bros. Ltd.
Criciieth Colour E Straub, Marianne Helios Ltd.
2460 Colour 1 Robertson, 
William
Donald Bros.
Murillo Check Red Robertson, 
William
Donald Bros. Ltd.
Carun Colour 90 Morton, Alastair Edinburgh Weavers Ltd.
Morvah Natural Straub, Marianne Helios Ltd.
Cresswell Colour 931920 Morton Sundour Ltd.
Bergholt Colour KL 68/9 Warner's Studios Warner & Sons Ltd.
Evanton Colour 12 Robertson, 
William
Donald Bros. Ltd.
Mecca Colour RF 2169 Old Bleach 
Studios
Old Bleach Linen Co. Ltd.
A Prospect of Wales Penguin Books Ltd. written by Gwyn Jones. Cover and illustration by 
Kenneth Rowntree. Published in 1948
Ballooning Penguin Books Ltd. Written by C.H. Gibbs-Smith. Cover designed by Marian 
Mahler. Published in 1948
Jonathan Swift Nonesuch Press Ltd. Edited by John Hayward
William Morris Nonesuch Press Ltd. Edited by G.D.H. Cole
John Milton Nonesuch Press Ltd. Edited by E.H. Visiak
John Donne Nonesuch Press Ltd. Edited by John Hayward
The Rainbow Penguin Books Ltd. Written by D.H. Laurence. Published in 1949
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An Innocent Grows Up J.M. Dent & Sons Ltd. Written by Norman Hancock. Jacket designed by Jooh 
Piper. Published in 1947
A Concise Encyclopaedia of Gastronomy - Wine Wine & Food Society Compiled by Andre L. Simon
Prose and Poetry Jonathan Cape Ltd. Written by Alice Meynell. Jacket with medallions 
engraved by Reynolds Stone. Published in 1947
A London Family Oxford University Press Written by M.V. Hughes. Jacket designed by Lynton 
Lamb.
A Batsford Century B.T. Batsford Ltd. Edited by Hector Bolitho. Jacket designed by Rex 
Whistler. Published in 1944
Hans Andersen Lane Ltd. Jacket and illustrations by Rex Whistler. Published in 
1945
China Cresset Press Ltd. Written by C.P. Fitzgerald
Vanity Fair Zodiac Press Written by William M. Thackeray. Published in 1948
The English Story William Collins & Sons Co. Written by Woodrow Waytt. Cover designed by 
Elizabeth Friedlander.
Wedgwood Ware Faber & Faber Ltd. Written by W.B.Honey
Countess Kate Faber & Faber Ltd. Written by Charlotte M. Younge. Jacket and illustrations 
by Gwen Raverat
Can You Forgive Her? Oxford University Press Written by Anthony Trollope. Illustrations by Lynton 
Lamb
The Old English Farming Books Crosby Lockwood & Sons Ltd. Written by G.E. Russell
The Works of William Shakespeare Odhams & Blackwell
The Character of England Oxford University Press Edited by Ernest Barker
Gulliver's Travels Folio Society Written by Dean Swift
Alphabet and Image James Shand Ltd. A typographical magazine. No.7. Showing letter heads 
etc. engraved by Reynolds Stone.
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Spode Printed Earthernware Teapot W.T.Copeland & Sons Ltd. 
Spode Works
Bone China Teapot Worcester Royal Porcelain Co. 
Ltd. Royal Porcelain Works
Earthernware Teapot Susie Cooper Pottery Ltd.
Bone China Teapot New Chelsea Porcelain Co. 
Ltd.
Bone China Teapot Sutherland, 
Graham 
E. Brain & Co. Ltd.
Laboratory Porcelain Doulton & Co. Ltd.
Spode China Teapot W.P.Copeland & Sons Ltd.
Earthernware Teapot Josiah Wedgwood & Sons Ltd.
Earthernware Teapot Josiah Wedgwood Sons & Ltd.
Earthernware Teapot Gibson & Sons Ltd.
Spode China Teapot W.T. Copeland & Sons Ltd.
Commonwealth Teapot Murray, Keith Josiah Wedgwood & Sons Ltd.
Tennis Balls Slazengers Ltd.
Tennis Racket Slazengers Ltd.
Shuttlecocks Reinforced Shuttlecocks Ltd.
Badminton Racket A.& G. Spalding & Bros.
Squash Ball Dunlop Sports Co. Ltd.
Squash Racket Dunlop Sports Co. Ltd.
Rugby Football James Gilbert Ltd.
Lightweight Telescopic Salmon Gaff J.S. Sharpe
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Vanguard  Binoculars Lonsdale-Hands, 
Richard
A. Kershaw & Sons
Commercial Fish Hooks Member Firms of the 
Association of Fish Hook 
Makers
Conger Eel Hook with Swivel. Cod Hook. Mackerel Jig. 
Limerick Flatted. Small Tunny Flatted. Spear Point Kirby 
Flatted. Spear Point Kirby Ringed. Hollow Point Round 
Bend Salmon Ringer
Document case Waterer, John 
W.
S. Clarke & Co. Ltd
'Clipper valvet' suitcase Waterer, John 
W.
S. Clarke & Co.
Kitchen Colander Schreiber, Gaby Runcolite Ltd.
'Pall Mall' Rothman's Cigarette Packs Fraser, Eric Rothmans Ltd.
Martin's Cigarette Pack Collins, Jesse Martins Ltd.
Tobacco Tin Loewe & Co. Ltd
Toothbrushes and Dental Plate brush in special 
pack
Doudney, Eric 
John
Halex Ltd.
Desk Telephone designed and manufactuered for H.M. Postmaster 
General
Condiment Set Streetly 
Manufacturing 
Co. Ltd.
Streetly Manufacturing Co. Ltd.
Beakers and Sugar Sifter Streetly 
Manufacturing 
Co. Ltd.
Streetly Manufacturing Co. Ltd.
Artists' Oil and Watercolour Packages Collins, Jesse Winsor & Newton Ltd.
'Kep' sauce bottle Harvey & Co. Ltd. Harvey & Co. Ltd.
Ginger Jack Wine Bottle Gray, Milner Clarks Creamed Barley Ltd.
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'Patum Peperium'  Jar Osborn, John United Glass Bottle 
Manufacturers
designed in 1828, manufactured for C. Osborn & Co. 
Ltd.
Kitchen Bowls Schreiber, Gaby Runcolite Ltd.
Radiotime Coates, Wells E.K. Cole Ltd. displayed as an example of showing how a designer 
works in the industry
'Maddox' Electric Table Kettle E.M.I. Sales & 
Service Ltd.
E.M.I. Sales & Service Ltd.
Electric Wall Heater Delaney Gallay 
Ltd.
Delaney Gallay Ltd.
Electric Coffee Percolator Henrion, F. H. K. F. & F. Electrical Fittings Ltd.
Radiant Heat Cooker Champion 
Electric 
Corporation
Champion Electric Corporation
Electric Controlled-heat Iron E.M.I. Sales & 
Service Ltd.
E.M.I. Sales & Service Ltd.
Electric Kettle and Saucepan combined Bulpitt & Sons 
Ltd.
Bulpitt & Sons Ltd.
Electric Hand Drill S. Wolf & Co. 
Ltd.
S. Wolf & Co. Ltd.
Hand Drill Leytonstone Jig 
& Tool Co. Ltd.
Leytonstone Jig & Tool Co. Ltd.
Potable Electric Plane S. N. Bridges & 
Co. Ltd.
S. N. Bridges & Co. Ltd.
Light fitting Read, A. B. Troughton & Young Ltd. They are installed above textile display. A unit to be 
adapted for use with a pendant, wall bracket, floor 
standard or table lamp. Standardisation; Simplicity
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Framfield Colour G. Straub, Marianne Helios Ltd.
Peverill Colour 9 Robertson, 
William
Donald Bros.
Walsingham Colour C.1. Straub, Marianne Helios Ltd.
Banchory Stripe Robertson, 
William
Donald Bros.
Bield 0007 Colour 30 Morton, Alastair Edinburgh Weavers Ltd.
Halcyon 0346 Colour 90 Morton, Alastair Edinburgh Weavers Ltd.
Zanzibar. A0006 Colour 02 Dorn, Marian Edinburgh Weavers Ltd.
Goathland Colour C Straub, Marianne Helios Ltd.
Malvern Gold Colour K 27/9 Warner's Studios Warner & Sons Ltd.
2417 Colour 8 Robertson, 
William
Donald Bros. Ltd.
Fishing Reel J.W. Young & Sons
Steel Salmon Spinning Rod Accles & Pollock Ltd.
Football W. Thomlinson Ltd.
Set of Golf Clubs D. & W. Auchterlonie
Golf Balls Dunlop Sports Co. Ltd.
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Product name Designer Manufacturer Note
Y. 4942 Hassall, T. W.T. Copeland & Sons Ltd. 3 items
Earthernware Hands Surgeons former Right Hand Doulton & Co. Ltd.
Earthernware Hands Domestic former Left Hand Doulton & Co. Ltd.
Earthernware Hands Post Mortem Left Hand Doulton & Co. Ltd.
Earthernware Hands Industrial Right Hand Doulton & Co. Ltd.
Earthernware Hands Hands Stamped 7 and 8 Doulton & Co. Ltd. 2 items
Earthernware Hands Black Stoneware Jar Leach, Bernard Leach Pottery
Earthernware Hands Decorated Ash Tray Leach, Bernard Leach Pottery 2 items
Earthernware Hands Brown Stoneware Cider Jar Leach, Bernard Leach Pottery
Earthernware Hands Blue Glaze Stoneware Bowl Leach, Bernard Leach Pottery 3 items
Earthernware Hands Beakers Leach, Bernard Leach Pottery 4 items
Earthernware Hands Egg baker set and dish Leach, Bernard Leach Pottery
Earthernware Hands Bowl Leach, Bernard Leach Pottery 6 items
Earthernware Hands Festival Mug Leach, David Leach Pottery
Earthernware Hands Mead Set Leach, David Leach Pottery 4 cups, 1 jug, 1 wooden tray
Hors d'oevre Set Rie, Lucie; 
Coper, Hans
Lucie Rie Pottery 19 items
Black Cylinder Vase Gordon, William Walton Pottery Co. Ltd.
Flower Vase Gordon, William Walton Pottery Co. Ltd.
Oval vase Gordon, William Walton Pottery Co. Ltd.
Grey Cockerel Gordon, William Walton Pottery Co. Ltd.
Black Cockerel Gordon, William Walton Pottery Co. Ltd.
Ashford Skellern, Victor Josiah Wedgwood & Sons Ltd. 12 items
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White Coupe Shpae Dinner Plates Robertson, 
Howard
Josiah Wedgwood & Sons Ltd. 4 items
White Coupe Shape Side Plates Robertson, 
Howard
Josiah Wedgwood & Sons Ltd. 4 items
White Coupe Shape Coronation Mug Ravilious, Eric Josiah Wedgwood & Sons Ltd.
White Coupe Shape Garden Jug Josiah Wedgwood & Sons Ltd.
White Coupe Shape Boat race bowl Josiah Wedgwood & Sons Ltd.
White Coupe Shape Barlaston mug Josiah Wedgwood & Sons Ltd.
White Coupe Shape Alphabet Mug Josiah Wedgwood & Sons Ltd. 2 items small and large
White Coupe Shape Taurus bull ornament Machin, Arnold Josiah Wedgwood & Sons Ltd.
Stoneware bowl Cardew, Michael Wenford Bridge Pottery
Glass bowl Wilson, W. J. James Powell & Sons Ltd.
Dish No. 9169 James Powell & Sons Ltd.
Dish No. 9097 James Powell & Sons Ltd.
Vase No. 9088 James Powell & Sons Ltd.
Vase No. 9224 Hogan, James James Powell & Sons Ltd.
Candlesticks No.9011 Wilson, W. J. James Powell & Sons Ltd. 2 items
Decanter with handle James Powell & Sons Ltd.
Sherry Set Wilson, W. J. James Powell & Sons Ltd. decanter and 4 glasses
Georgian type goblets James Powell & Sons Ltd. 4 items
Finger bowl James Powell & Sons Ltd. 2 items
Bottle shaped decanter James Powell & Sons Ltd. Flint glass
‘Design from Britain’ Oslo 1952 
Cut and engraved celery glass Ravilious, Eric Stuart & Sons Ltd.
Cultlery Set Grace patter Holmes, 
Kenneth; 
Poynton, N.R.G.
Gladwin Ltd. 34 items
Silver Cutlery Set Holmes, Kenneth Mitchells and Butlers Ltd. 10 items
Kitchen Tool Set Platers & 
Stampers Ltd.
Platers & Stampers Ltd.
Norween Set Belk, W. P. Roberts & Belk Ltd. 32 items
Silver Cutlery Mellor, David Royal College of Art 4 items
Silver Teapot Goodden, R. Wakely & Wheeler Ltd.
Silver Tankard Gray, Milner D.& J. Wellby Ltd. 2 items
Silver Tankard and cover Gray, Milner D.& J. Wellby Ltd.
Three Piece cruet set on tray Gray, Milner D.& J. Wellby Ltd.
Porringer and Spoon Gray, Milner D.& J. Wellby Ltd. trifid ends
Gala Ware Joseph Bourne & 
Son Ltd.
Joseph Bourne & Son Ltd. 
Denby Pottery
6 items
Pink Green China Sutherland, 
Graham 
E. Brain & Co. Foley China 
Works
5 items
Green and Black with Rose Design Sutherland, 
Graham
E. Brain & Co. 6 items
Mayfair Gray, Milner E. Brain & Co. 14 items
Sherborne Green and White Adams, John Carter, Stabler & Adams Ltd. 3 items
Sherborne Pink and White Adams, John Carter, Stabler & Adams Ltd. 5 items
Y.6738 Hassall, T. W.T. Copeland & Sons Ltd. 3 items
Celanese British Celanese Ltd. 100 percent acetate
A/6 Woollen dress material McCredie, Agnes Brown Bros.
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A/7 Woollen dress material McCredie, Agnes Brown Bros.
A/10 wollen dress material McCredie, Agnes Brown Bros.
Telekinema fabric Day, Lucienne Cox & Co. Ltd. all spun nylon
Astrid Mahler, Marian Donald Bros. Ldt. printed linen
Centaur Mahler, Marian Donald Bros. Ltd. cotton damask
Doric Spender, 
Humphrey
Edinburgh Weavers Ltd. cotton
Kings in castles Stewart, Robert 
A.
Robert A. Stewart cotton pique
Endymion Morton, Alastair Edinburgh Weavers Ltd. printed cotton
Romana Mahler, Marian Edinburgh Weavers Ltd. rayon and cotton
Helicon Mahler, Marian Edinburgh Weavers Ltd. rayon and cotton
La Chasse Edinburgh Weavers Ltd. printed cotton
Eleusis Oliver, Mary Edinburgh Weavers Ltd. printed cotton
Britomart Priestley, Sylvia Edinburgh Weavers Ltd. printed cotton
Tygan TS5347 T5214 T5201 Leischner, 
Margaret
Fothergill & Harvey
Coptic red Pile, Babara Gayonnes Ltd. spun rayon
1952 Groag, 
Jacqueline
F. Grafton & Co. printed silk
Harlequin Groag, 
Jacqueline 
F. Grafton & Co. printed rayon
Lime yellow funishing fabric F. Grafton & Co. printed cotton
Fawn cotton and rayon fabric Leischner, 
Margaret
R. Greg & Co.
Calyx Day, Lucienne Heals' Wholesale & Export Ltd. printed linen
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Allegro Day, Lucienne Heals' Wholesale & Export Ltd. printed linen
Target Hall, Dorothyl Heals' Wholesale & Export Ltd. printed linen
Equipoise Edgar, Jane Heals' Wholesale & Export Ltd. printed linen
Argus Barker, Jean Heals' Wholesale & Export Ltd. printed linen
Flotilla Day, Lucienne Heals' Wholesale & Export Ltd. printed rayon
Autumn Fruits Priestley, Sylvia Heals' Wholesale & Export Ltd. printed linen
Fluellen Day, Lucienne Heals' Wholesale & Export Ltd. printed linen
Matura Nicholson, Roger Heals' Wholesale & Export Ltd. printed linen
Woodland Frieze Martin, Dorothy Heals' Wholesale & Export Ltd. 20 pt.filet
Corded loops Close, Helen Heals' Wholesale & Export Ltd. 20 pt. Filet
Ionic Ackland, Thomas Heals' Wholesale & Export Ltd. 16 pt.filet
X18430 Tittle, Marny Horrockses Fashions Ltd. printed cotton
X17781 Conran, Terence Horrockses Fashions Ltd. printed cotton
X18858 Gandersson, K. Horrockses Fashions Ltd. printed cotton
X18170 Horrockses 
Fashion Studios
Horrockses Fashions Ltd. printed cotton
X18031 Horrockses 
Fashion Studios
Horrockses Fashions Ltd. woven cotton
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X18742 Kientz, S. Horrockses Fashions Ltd. printed cotton
X18507 Morton, Alastair Horrockses Fashions Ltd. printed cotton
X18032 Horrockses 
Fashion Studios
Horrockses Fashions Ltd. woven cotton
XS2871 Horrockses 
Fashion Studios
Horrockses Fashions Ltd. woven cotton
Sagitarius scarf Evans, David Jacqmar silk screen
Rose on dark green scarf Evans, David Jacqmar silk screen
London scarf Martin, Dorothy Jacqmar silk screen
Sunflower Stiebel, Victor; 
Balmain, Pierre
Jacqmar silk length
The Masks Stewart, Robert 
A. 
Liberty & Co. Ltd. printed linen
Aegean Loosely, Anne Ann Loosely hand screen printed cotton
No.17 Double Weave coat Mairet, Ethel Mrs. Mairet
No.3 Cotton Mairet, Ethel Mrs. Mairet
No. 14 Red wool Mairet, Ethel Mrs. Mairet
No.16 Yellow coat Mairet, Ethel Mrs. Mairet all wool double weave
No. 15 Black and white double coat Mairet, Ethel Mrs. Mairet wool
No. 13 Red dress Mairet, Ethel Mrs. Mairet wool
No. 8 Cushion cover Mairet, Ethel Mrs. Mairet wool
No.9 Cushion Cover Mairet, Ethel Mrs. Mairet wool
No.6 Cellophane wall Mairet, Ethel Mrs. Mairet hanging cellophane, wool, cotton
Brenda Tisdall, Hans Morton Sundour Fabrics Ltd. printed cotton
Cynthia Tisball, Hans Morton Sundour Fabrics Ltd. printed cotton
Stanegarth Morton, Alastair Morton Sundour Fabrics Ltd. screen printed cotton
Swan Oliver, Mary Ramms Ltd.
Birds Stewart, Robert 
A. 
Robert A. Stewart cotton pique
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Heads on orange Stewart, Robert 
A. 
Robert A. Stewart cotton pique
Dominoes Stewart, Robert 
A. 
Robert A. Stewart cotton pique
Cymbeline Reich, Tibor Tibor Ltd. cotton and tinsel thread
Westminster Reich, Tibor Tibor Ltd. cotton
G.8507 Macdonell, R. Tootal Eroadhurst Lee Co. rayon and wool
B.1152 Macdonell, R. Tootal Eroadhurst Lee Co. rayon & wool
B.8879 Macdonell, R. Tootal Eroadhurst Lee Co.
G.4009 Macdonell, R. Tootal Eroadhurst Lee Co.
Norwich stripe Straub, Marianne Warner & Sons Ltd.
Howarth Warner & Sons Ltd. cotton worsted spun rayon
Mullion Warner & Sons Ltd. cotton
D.22 Harlech Warner & Sons Ltd. cotton fibre
Stroma Warner & Sons Ltd. cotton rayon
Harwell Hunter, A. B. Warner & Sons Ltd. cotton fibre
Surrey Straub, Marianne Warner & Sons Ltd. cotton worsted rayon
Spindleberry Hunter, A. B. Warner & Sons Ltd. cotton spun rayon
Sandsend Straub, Marianne Warner & Sons Ltd. cotton rayon
Claydon Villager, Karin Warner & Sons Ltd. cotton spun rayon ramie
S.P.55 Col.2 Nicholson, Roger David Whitehead Ltd. printed cotton
S.P.57 Col.1 David Whitehead Ltd. printed cotton
S.P.62 Col.1 Mahler, Marian David Whitehead Ltd. printed cotton
S.P.78 Col.1 David Whitehead Ltd. printed cotton
S.P.30 Col.1 Walters, Nigel David Whitehead Ltd. printed cotton
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S.P.13 Col.2, 4 Leischner, 
Margaret
David Whitehead Ltd. cotton and ryon
S.P.25 Col.2 Conran, Terence David Whitehead Ltd. printed cotton
S.P.4 IR Col.1 David Whitehead Ltd. printed cotton
S.P.68 Col.1 Richardson, S. David Whitehead Ltd.
S.P.29 Col.2 Groag, 
Jacqueline 
David Whitehead Ltd.
No.16367/1 Mahrud Palmer, John J. Crossley & Sons Ltd.
NO. 4372/3 Axminster Palmer, John J. Crossley & Sons Ltd.
C/17 Jute and cane floor or wall covering Edie, Gerd Hay Mourne Textiles handwoven
C/11 White and citric mountain wool rug Edie, Gerd Hay Mourn Textiles
C/11 Indian Rod/Citric mountain wool rug Edie, Gerd Hay Mourn Textiles
Hand woven rug Pepler, M S.J. Rybczyk
Stocking chair Leonard, J. W. Educational Supply Ass. without arms
Chest of drawers Heal, Christopher Heal & Son Ltd. Walnut and beech
Coffee table Walters, Nigel Heal & Son Ltd.
Writing chair Milne, A. J. Heal & Son Ltd. leather seated
Dining table Day, Robin S. Hille & Co.
Dining chairs Day, Robin S. Hille & co. 3
chair Day, Robin S. Hille & Co. large moulded
Sideboard Day, Robin S. Hille & Co.
Easy chair Keith, Howard H.K.Furniture Ltd.
Harbour bar chair Ward, N.; Austin, 
F.
Kingfisher Ltd.
Armless occasional chair Latimer, Clive Andrew A. Pegram Ltd.
High stool Walters, Nigel Primavera Ltd. 3
Model of Prince Charles' bed Guille, F. Royal College of Art
Dining table Race, Ernest Ernest Race Ltd. aluminium and holoplast
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Antelope chair Race, Ernest Ernest Race Ltd. 2
Dining chairs Race, Ernest Ernest Race Ltd. aluminium
Dining chair Race, Ernest Ernest Race Ltd. aluminium with arms, 2
Springbok chair Race, Ernest Ernest Race Ltd.
Sideboard Booth, D. Gordon Russell Ltd.
High chair Russell, D. Scottish Funiture Man. Ltd.
Chest of drawers Russell, D.; 
Goodden, R.Y.
Scottish Furniture Man. Ltd. mahogany
Leather topped chest Groag, J. Scottish Funiture Man. Ltd.
Nursery chair Austin, F. Scottish Furniture Man. Ltd.
Occasional chair Lennon, Denis Scottish Furniture Man. Ltd.
Portable radio set White, J. K. E.K. Cole Ltd. grey and maroon
Type A188C, baffle console Reciever Ogle, D. Murphy Radio Ltd.
Type U144 Receiver Thwaites, A. F. Murphy Radio Ltd.
No.39G Table receiver Day, Robin Pye Radio Ltd.
Versalite F.V.8/R Read, A. B. Troughton & Young Ltd.
3 E.7576 Heal, Christopher Heal & Son Ltd. Woven Cane Pendant Lampshades 10" dia. 3 pieces
E.7577 Heal, Christopher Heal & Son Ltd. Woven Cane Pendant Lampshade 15" dia.
Stella Day, Lucienne Cole & Son Ltd.
Diabolo Day, Lucienne Cole & Son Ltd.
Valentine Spelling, Richard Cole & Son Ltd.
Moss Trellis Aldridge, John Cole & Son Ltd.
Lime yellow pattern Sutherland, 
Graham 
Cole & Son Ltd.
Flute Bawden, Edward Cole & Son Ltd.
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Provence Day, Lucienne John Line & Sons Ltd. 5 pieces
Toy Town Groag, 
Jacqueline 
John Line & Sons Ltd.
Early Bird Priestley, Sylvia John Line & Sons Ltd. 3 yrd
Mexico Passano, 
Armfield
John Line & Sons Ltd. 3 yrd
Crossley John Line 
Studios
John Line & Sons Ltd. 3 yds
Brief Case Waterer, J. S. Clarke & Co. Ltd. coach hide
Man's rigid suitcase Waterer, J. S. Clarke & Co. Ltd.
Man's two suiter suitcase Waterer, J. S. Clarke & Co. Ltd.
Air travle zip bag Waterer, J. S Clarke & Co. Ltd.
Revelation train case Cuddy, E.M. Kelvin Bag Co. Ltd.
Ladies fitted case 6161 Maylor, T.C. W.A. Maylor & Co. Ltd.
Blue hide lightpack case Paterson, 
Kenneth
S.E.Norris & Co. Ltd.
Canvas hide two suiter Paterson, 
Kenneth 
S.E. Norris
Mayfair hide brief case Paterson, 
Kenneth 
S.E.Norris & Co. Ltd.
Wooden bowl Pye, David David Pye walnut
wooden bowl with handle Pye, David David Pye
Cocktail shaker Schreiber, Gaby Runcolite Ltd.
Small glass Schreiber, Gaby Runcolite 3 pieces
Stem glass Schreiber, Gaby Runcolite Ltd. 3 pieces
Large glass Schreiber, Gaby Runcolite Ltd. 6 pieces
Child's Kneeling Cushion Nicholson, Joan Needlework Development 
Council
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Table mat Hesse, Gisella Needlework Development 
Council
4 pieces
Supervelo 38B Hart, L. D. Claude Butler white enamel
New All-Rounder 39B Hart, L. C. Claude Butler purple
Avant Coureur Spec. 44B Hart, L. D. Claude Butler amber
Bristle Dart Board Nodor Co. Ltd.
Colour page Denison-Hunt, J. Contact Publications Ltd.
Magazine Spencer, Herbert Lund Humphries Ltd.
Leaflet Bradbury, Ian Jazz Music Books
Leaflet Ingles, Ronald 
(Design 
Research Unit)
Needle Industries Ltd.
Cover Feist, W. D. Creative Journals Ltd.
Magazine cover Ireland, A. Royal College of Art
Booklet cover and inside Spencer, Herbert British Council
Invitation cards Cole, David E. Sunday Pictorial Exhibition of 
Children's Art
Booklets Bradbury, Ian Jazz Music Books
Telephone Directory Covers Beaumont, 
Leonard
General Post Office
Catalogue cover Gray, Milner; 
Sandiford, 
Ronald
Faculty of Royal Designers for 
Industry
Leaflet Tracy, Walter Linotype and Machinery Ltd.
Catalogue cover Tracy, Walter Contemporary Art Society
Cover for Ambassador Ettinger I.T. Publications Ltd.
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Magazine Cover Denison-Hunt, J. National Trade Press Ltd.
Advertisement Henrion, F. H. K. Adprint Ltd.
Leaflet Henrion, F. H. K. Arts Appeal
Book Cover Henrion, F. H. K. Contact Publications Ltd.
Leaflets Spencer, Herbert Pan American Airways
Cover Bradbury, Ian Society of Industrial Artists
Folder Tracy, Walter Documentary Technicians 
Alliance Ltd.
Colour Page Denison-Hunt, J. Contact Publications Ltd.
Stationery Henrion, F. H. K. Studios 51 Ltd.
Cover Gray, Milner Society of Industrial Artists
Cover Mayhew, George 
(Design 
Research Unit)
Scottish Funiture 
Manufacturers Ltd.
Advertisement Bradbury, Ian Institute of Contemporary Arts
Menu Cards Fraser, Austin  
(Design Reseach 
Unit)
Courage & Company Ltd.
Airway poster Games, 
Abraham
British Overseas Airways Corporation in association 
with Quantas Empire Airways Ltd.
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Punch Henrion, F. H. K. Punch
For Liberty Henrion, F. H. K. "For Liberty" Exhibition
D.H. Evans & Co. Ltd. Poster Elfer, Arpad
Murphy Radio Ltd. Poster Games, 
Abraham
GPO "Happy Christmas -Road Safety" Reiss, M.
Financial Times Poster Games, 
Abraham
National Blood Transfusion Service Poster Mount, Reginald
L.P.T.B. Poster Swanwick, Betty
L.P.T.B. Poster Lewis, David
L.P.T.B. Poster Woods, S. John
Liberty Christmas poster Havinden, Ashley
Ealing Studio Poster Rothholz, H. A.
Ealing Studios Poster Fitton, James
L.P.T.B. Epping Poster Chapman, K. G.
Guinness Poster Fraser, Eric Arther Guinness Son & Co. Ltd.
Guinness Poster Fraser, Eric Arthur Guinness Son & Co. Ltd.
London Transport Poster Gardiner, Clive
Cat on Chair Poster Salter, Geoffrey D. H. Evans Ltd.
Pan American Airways Poster Hatts, Clifford
Cartons for Howards medical Supplie Smith, Albert
Tin Containers for Day & Martin Hundleby, A. R.
Cartons for 'Amani' Hand Cream and Shampoos Gray, Milner; 
Ingles, Ronald
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Cartons for 'Brylcream' toilet preparations Gray, Milner; 
Ingles, Ronald
Beer Labels and related bar accessories Gray, Milner Courage & Company Ltd. jugs, ash trays, service trays
Perfumary package 'Intrigent' Havinden, Ashley Liberty & Co. Ltd.
Presentation boxes Jamo, W. de Miles-Martin Pon Co. Ltd.
Chocolate boxes Gill, Ruth Fortnum & Mason and 
Jackson's of Piccadilly
Display box for British Needle Co. Ltd. Hundleby, A. R.
Match pack for Taurus Match Co. Ltd. Reiss, Manfred
Cigarette boxes for Rothmans Ltd. And Martins 
Ltd.
Collins, Jesse
Cartons for Winsor & Newton Ltd. Collins, Jesse
Fruit can Label for Kearley & Tonge "Mitre" brand 
products
Gray, Milner associate designers : Ronald Ingles, W. Danson 
Thompson
Beer Labels for Hammonds United Breweries Ltd. Gray, Milner; 
Ingles, Ronald
Ginger beer bottle Joseph Bourne & Co. Ltd.
Toby Ale Bottles Charrington & Co. Ltd.
Bar counter jug Gray, Milner Courage & Co. Ltd. 3 pieces
Ashtray Gray, Milner Courage & Co. Ltd.
Beer bottles Gray, Milner Courage & Co. Ltd. 7 bottles
Circular tray Gray, Milner Courage & Co. Ltd.
Stonware Stilton jar Fortnum & Mason Ltd.
Bottles Arthur Guinness Son & Co. 
Ltd.
6 bottles
Dimple Scots Whisky bottle John Haig & Co. Ltd.
VAT 69 bottles Sanderson & Son Ltd.
Squash bottle Him, Lewitt Schweppes Ltd.
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9 mixed items Whitbread & Co. Ltd. look at p 14
Council of Industrial Design symbol, Royal Arms Gray, Milner
British Council Symbol Stone, Reynolds
Society of Industrial Artists Symbol Gray, Milner
Comet Jet Air Liner Havilland, 
Geoffrey De
Creole Auxiliary Schooner Nicholson, C.E. Camper & Nicholsons Ltd.
Fordson Major Tractor Ronayne, M. Ford Motor & Co. Ltd.
Micro-Precision drilling machine Bridges, G. N. S.N.Bridges& Co. Ltd.
Cylinder of the Alvis Leonides meduim H.P.piston 
engine
Clarke, G. Smith Alvis Ltd.
Cargo and passenger motor ship Fort Richepanse Alexander Stephen & Sons Ltd. 5000 tons. Built for Compagnie Generale 
Transatlantique
S.E.I. Photometer Dunn, J. F.; 
Plant, G. S.
Salford Electrical Instruments 
Ltd.
Commer Avenger coach Commer Cars Ltd.; 
Harrington's
Jaguar XK120 Super Sports Two Seater Jaguar Cars Ltd. Jaguar Cars Ltd.
Electric Iron Morphy, D.W. Morphy Richards Ltd.
Research Spectrometer Hilger and Watts 
Ltd.
Hilger and Watts Ltd.
Pharmaceutical Balance No. 2028 W. T. Avery Ltd.; 
Allen Bowden 
Ltd.
W.T.Avery Ltd.
London Transport Double Decker Bus picture shows bus in front of the Horseguards
Tennis racquets and balls Slazenger Ltd. racquets are Victory, Queen's T.M., Slazenger All White
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Men's brogues No. 1084 Lotus Veltschoen
Andy Pandy Toy Lingstrom, Freda Chad Valley Co. Ltd. for Andy Pandy Company
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Product name Designer Manufacturer Note
Lancer Tankard Chance Brothers Ltd.
Lancer Fruit Bowl Chance Brothers Ltd.
Doric Fruit Set Williamson, A. H. Johnsen & Jorgensen, Flint 
Glass Ltd.
bowl, plate and bowl
Sherry Set Powell, Barnaby James Powell & Sons Ltd. decanter and four sherries
Water Set Wilson, W. J. James Powell & Sons Ltd. jug and two glasses
Bowl Wilson, W. J. James Powell & Sons Ltd. handmade bubble glass
Decanter, Whisky, Claret and Port Glasses Wilson, W. J. James Powell & Sons Ltd.
Orchid Vase Wilson, W. J. James Powell & Sons Ltd. clear crystal
Vase Powell, Barnaby James Powell & Sons Ltd.
Royal Brierley Crystal Quart Decanter Tom Jones Stevens & Williams Ltd.
Royalty Crystal Table Service Tom Jones Stevens & Williams Ltd. Without cypher. Decanter, goblet, claret, port and 
liqueur glasses
Water Lily Heart-shaped Dish Nazeing Glass Works Ltd. bubble glass
Cirrus Handmade Dish Nazeing Glass Work Ltd.
Wine Glass Lampl, F. Orplid Glass Ltd.
Liqueur Glass Lampl, F. Orplid Glass Ltd.
Champagne Glass Lampl, F. Orplid Glass Ltd.
Decanter Lampl, F. Orplid Glass Ltd.
Sherry Glasses Lampl, F. Orplid Glass Ltd.
Fruit Bowl and Two Fruiters Stevens, I. M. Thomas Webb & Corbett Ltd. handmade and handcut lead crystal
Wayside Engraved Goblets Harold Gordon 
Greywalls Studio
Bacchanal Plate Worcester Royal 
Porcelain 
Company Ltd.
Worcester Royal Porcelain 
Company Ltd.
Teapot Worcester Royal Porcelain 
Company Ltd.
fireproof cooking ware
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Gadroon Wall Plate Worcester Royal Porcelain 
Company Ltd.
Baroda Prince China Plate Worcester Royal Porcelain 
Company Ltd.
Bernina Prince China Plate Worcester Royal Porcelain 
Company Ltd.
Boat Race Vase Ravilious, Eric Josiah Wedgwood & Sons Ltd.
Garden Implements Lemonade Set Ravilious, Eric Josiah Wedgwood & Sons Ltd. jug and two beakers
Cup Saucer Plate A.E.Gray & Company Ltd.
Plate A.E.Gray & Company Ltd. Earthenware
Coffee Pot Cup and Saucer A.E. Gray & Company Ltd. lustre resist
Bowl A.E.Gray & Company Ltd. earthenware, vine pattern in silver, yellow lustre 
background
Regina Cup Saucer and Plate Susie Cooper China Ltd.
Pompadour Cocktail Trays Cooper, Susie Susie Cooper China Ltd. decorated sgraffito and freehad with lion, unicorn and 
cockerel
Falcon Cover Dish and Plates Susie Cooper China Ltd.
Teapot Sugar Bowl Cup and Saucer Rie, Lucie Lucie Rie black and white stoneware
Fruit Bowl Wine Jug and Vinegar Bottle Rie, Lucie Lucie Rie
Mead Set Leach, David Leach Pottery jug and four cups in celadon glazed stoneware and oak 
tray
Hors D'oeuvre Set Ehlers Pottery three large dishes, one small dish and two bottles
Plate Teapot Cup and Saucer W.T. Copeland & Sons Ltd.
Rochester Teaspoons Elkington & Company Ltd. electro-plate
Spartan Place Setting Latham & Owen Ltd. dessert knife, fork, soup spoon, salad fork, butter 
spreader and teaspoon
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Norween Place Settings Belk, W. P. Roberts & Belk Ltd. electro-plate, grill knife, tea knife, table fork, table 
spoon, dessert spoon, fork and teaspoon
Tea Knives Belk, W. P. Roberts & Belk Ltd. rustless steel with moulded xylonite handles
Vandyck Teaspoons Belk, W. P. Roberts & Belk Ltd. silver and nickel alloy
Grace Place Settings Holmes, K. ; 
Poynton, N. R. G.
Gladwin Ltd. electro-plated nickel silver comprising table, cheese and 
fish knives; table, medium and fish forks; table, dessert, 
soup, tea dn sundae spoons
Handmade Cutlery Mellor, David Leppington Ltd. silver, small knife, small fork, dessert spoon, teaspoon, 
table spoon, coffee spoon, dessert fork
Sheffield Cutlery Mills Moore & Company Ltd. stainless steel with walnut handles, forks knives and 
spoons
Ham Carving Set Mills Moore & Company Ltd. stainless steel with whanghee cane handles, knife and 
fork
Cigarette Box Asprey & Company Ltd. silver, engine turned, barley finish
Trug Wooden Platter Morris, Neil H. Morris & Company Ltd. high frequency moulded laminated veneers, natual wax 
finish
Wooden Dish Pye, David W. David W. Pye cherry natural finish
Wooden Dish Pye, David W. David W. Pye cherry natural finish
Wooden Dish Pye, David W. David W. Pye cherry oiled and waxed
Wooden Dish Pye, David W. David W. Pye cherry charred
Table Lamp H.C.Hiscock trident, three arms with three shades; lamp in 
aluminum; shades in opaque cardboard
Adjustable Wall Light General Electric Company Ltd.
Adjustable Bracket Wall Light Best & Lloyd Ltd.
Writing Table Lamp Read, A. B.; 
Lennon, Dennis
Troughton & Young Ltd.
Pendant Light Fitting Reid, John George Forrest & Sons Ltd.
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Wall Light Cooke-
Yarborough, E.; 
Holmes, Ronald
Cone Fittings Company
Table lamp Merchant Adventurers Ltd.
Table Lamp Hiscock, 
Raymond; 
Pound, Philip
Hiscock, Appleby & Company screen printed shade by Pound. Photograph in 
catalogue
Floor Lamp McCrum, J. P. Patricia McHardy Light Fittings
Dropleaf Dinning Table Day, Robin S. Hille & Company Ltd. walnut, beech legs, plywood top
Hillestak Chairs S. Hille & Company Ltd.
Hillestak Table Day, Robin S. Hille & Company Ltd.
Rocking Chair Race, Ernest Ernest Race Ltd. white enameled, welded steel rod frame; removable 
padded seat and back cushion; polished wood armrests
Dinning Chair Ernest Race Ltd. cream gray finish; designed to knock down for bulk 
shipment
Sideboard Russell, R. D. Gordon Russell Ltd.
Nest of Three Tables Gordon Russell Ltd.
Parnass Arm Chair H.K. Furniture Ltd.
Wallpaper Arthur Sanderson & Sons Ltd. five wallpapers
Lomond red John Line & Sons Ltd.
Alvar yellow John Line & Sons Ltd.
Dakota gray John Line & Sons Ltd.
Miranda dark green John Line & Sons Ltd.
Isabella John Line & Sons Ltd.
Blue Wallpaper John Line & Sons Ltd.
Wallpaper Cole & Son Ltd. two exhibits
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Screen Print Groag, 
Jacqueline 
D. Whitehead Ltd.
Patterned Fabric Conran, Terence D. Whitehead Ltd.
Screen Print Lindsay, Alan D. Whitehead Ltd.
Screen Print Groag, 
Jacqueline 
D. Whitehead Ltd.
L'epoque Fabric Gayonnes Ltd.
Coptic Gayonnes Ltd.
Amphytrion Gayonnes Ltd.
Country Life Gayonnes Ltd.
Bangor Robertson, 
William
Donald Bros. Ltd. Stripe Shadow Check
Stronsay Robertson, 
William
Donald Bros. Ltd. Thick Weave
Woburn Leischner, 
Margaret
Heal's Wholesale & Export Ltd. Linen and cotton union overcheck
Portland Rothwell, S. Heal's Wholesale & Export Ltd. wool cotton and rayon upholstery cloth
Rig Day, Lucienne Heal's Wholesale & Export Ltd. Printed Cotton, made for Greeff Fabrics, Inc., New York
Strata Day, Lucienne Heal's Wholesale & Export Ltd. Printed Cotton
Maze O'Connell, 
Michael
Heal's Wholesale & Export Ltd. Printed Rayon
Penang Drummond, John Anne Loosely
Ferohers Drummond, John Anne Loosely
Floral Fountain Loosely, Anne Anne Loosely
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Woven Fabric Mourne Textiles two exhibits
Hand printed Velour Hill, John Green & Abbott Ltd.
Attica Mahler, Marian Edinburgh Weavers Ltd. Jacquard Curtain Fabric
Fall Edinburgh Weavers Ltd. Screen Print on heavy crepe cotton
Britomart Priestley, Sylvia Edinburgh Weavers Ltd. Screen Print on heavy crepe cotton
Entre Nous Edinburgh Weavers Ltd. Screen print on heavy crepe cotton
Foreshore Day, Lucienne Edinburgh Weavers Ltd. Screen print on heavy crepe cotton
Enara Williger, Karin Edinburgh Weavers Ltd. Damask in spun rayon and cotton tuffle
Romana Edinburgh Weavers Ltd. Cotton and Spun Rayon Tapestry
Colleen Edinburgh Weavers Ltd. Heavy Ruched Repp
Angels Edinburgh Weavers Ltd. Screen Print on heavy cotton satin
Cow Parsley McLintock, M. Liberty & Company Ltd. Screen print on linen
Rattan Nordfors, Clara John Lewis Overseas Ltd. red and gray
Repp Day, Lucienne John Lewis Overseas Ltd.
Woven Fabric Lucerna Handweavers two exhibits
Ivy Leaf Farr, Colleen Harrockses, Crewdson & 
Company Ltd.
Pear Albeck, Judith Horrockses, Crewdson & 
Company Ltd.
Palisade Day, Lucienne Sanderson Fabrics Taffeta printed on celanese
Quadrille Day, Lucienne Sanderson Fabrics Taffeta printed on celanese
Sons and Lovers Stewart, Robert 
A. 
Liberty & Company Ltd. Linen Place Mats
Jug and Bottle Wright, John Liberty & Company Ltd. Linen Place Mats and napkins
Rannoch Blackwood Morton & Sons Ltd. yarn
Rannoch Blackwood Morton & Sons Ltd. yarn
Waffle Wilton Carpet John Crossley & Sons Ltd.
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Genoese Axminster Carpet Palmer, John John Crossley & Sons Ltd.
Axminster Carpet James Templeton & Company 
Ltd.
Almacia Wilton Carpet Brintons Ltd.
Rug Henneberg, 
Krystyna
S.J.Rybczyk
Rigmarole Rug S.J. Rybczyk
Rayon Wilton Carpet Pepler, Marian A.F. Stoddard & Company Ltd.
Jug Worcester Royal Porcelain 
Company Ltd.
China Medallion Worcester Royal Porcelain 
Company Ltd.
Small Cushion Gray, Milner Liberty & Company Ltd.
Pottery Ash Tray Muriel Harris
Coronation Mug Guyatt, Richard Josiah Wedgwood & Sons Ltd.
Square Bon-Bon Dish Josiah Wedgwood & Sons Ltd.
Copper Tray Birmingham Guild Ltd. handmade and hand-engraved
Pusher and Spoon H. Clifford Davis Ltd.
Hand Pocket Brush Gunn, J. H.; 
O'Brien, J.
Polka Ltd.
Five Queens Souvenir Biscuit Tin Design Research 
Unit
W. & R. Jacob & Company Ltd.
Lambeth Stoneware Tankard Doulton & Company Ltd.
Hot Drink Stand British Heat Resisting Glass 
Company Ltd.
pressed glass
Glass Dishes Elfverson & Company Ltd.
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Royal Cypher Round Sweet Dish Edward Bowman & Son Ltd.
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Product name Designer Manufacturer Note
D565 Clothes Brush New, Evelyn Halex Division of the British 
Xylonite Co Ltd
Lagos only
D566 Clothes Brush Brown, W. Bruce Halex Division of the British 
Xylonite Co Ltd
D567 Chummy Brush New, Evelyn Halex Division of the British 
Xylonite Co Ltd
Lagos only
PH2 Toddler Brush Huges Brushes Ltd Lagos only
AH28 Charm Hair Brush Huges Brushes Ltd Accra only
PH10 Hair Quil Hughes Brushes Ltd Accra only
806 P Guardsman Hiar Brushes Spa Brushes Ltd Lagos only
8151 Bambiland baby brush/comb Spa Brushes Ltd
2106 Ebony Ladies Hairbrush Spa Brushes Ltd Lagos only
2101 Rosewood Mens Hairbrush Spa Brushes Ltd Lagos only
1450 Major large nail brush Spa Brushes Ltd Lagos only
No.1 Clothes brush Spa Brushes Ltd Lagos only
H.1 Spring clean brush Spa Brushes Ltd Lagos only
Wallpapers Crown Wallpaper Manufacturers Ltd several model no.
K42R Lever Handle Peach, Roger Dryad Metal Works Ltd
K52 Diagonal Knob Furniture Peach, Roger Dryad Metal Works Ltd
K50 Diagonal Knob Door Furniture Peach, Roger Dryad Metal Works Ltd
Ceramic Glazed Wall Tiles, Planit and Effect 
system
Hodgkinson, 
Derek
H. & R. Johnson Ltd
Union Lock Set Rondo 9100 Josiah Parkes & Sons Ltd
Nortice Lock Set Mod. 691-88-88 Josiah Parkes & Son Ltd
Printed Cottons United Africa Co Ltd, Unilever 
Ltd.
several models
Flatware, Boston Elkington & Co Ltd
Cutlery  and Flatware, New England Philip Ashberry & Sons
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Cutlery and Flatware, Monte Carlo Bellamy, G. C. Goerge Wostenholm & Son 
Ltd.
Old English Heritage plate Geo & Holmes Ltd
Rat-tail pattern Heritage plate Geo & Holmes Ltd
Steak knives 510 Geo & Holmes Ltd
Table & Dessert Knives 384, 400G Geo & Holmes Ltd
carvers Needham Veall & Tyzack Ltd
Stainless steel cutlery I. S. Dearden & Son Ltd
Carving sets No. 435 I. S. Dearden & Son Ltd
Steak sets No. 416 I. S. Dearden & Son Ltd
American barbecue sets No 493 I. S. Dearden & Son Ltd
Ovenglo Bakeware The Prestige Group Ltd
Skyline picnic and barbecue set The Prestige Group Ltd
Pressure cooker 6085 The Prestige Group Ltd
Pressure cooker 6075 The Prestige Group Ltd
Skyline Flexible Slice 165 The Prestige Group Ltd
Peeler 666 Miracle 14 The Prestige Group Ltd
Peeler and corer 5 The Prestige Group Ltd
Kitchen Tools The Prestige Group Ltd
Skyline Eterna Knife range The Prestige Group Ltd Accra only
Hollow-ground cutlery and steel The Prestige Group Ltd
Can-opner S48N The Prestige Group Ltd
Skyline Double Boiler S605 The Prestige Group Ltd
Prestige steamer 8643 The Prestige Group Ltd
Kitchen Scoop S503 New, Evelyn Halex Division of the British 
Xylonite Co Ltd
Kitchen Bowl T204 New, Evelyn Halex Division of the British 
Xylonite Co Ltd
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Food Tongs Y500 New, Evelyn Halex Division of the British 
Xylonite Co Ltd
Polythene jugs New, Evelyn Halex Division of the British 
Xylonite Co Ltd
Condiment Set Q307 New, Evelyn Halex Division of the British 
Xylonite Co Ltd
Kleeware 1984 sink-tidy Kleeman Plastics Ltd
Kleeware Cutlery Drainer 2385 Kleeman Plastics Ltd
Melamine Tableware Melaware Ltd
Hotplate 01005 E. K. Cole Ltd Accra only
Plastic Pedal-bin E. K. Cole Ltd
Icing Outfit 152 Thomas M. Nutbrown Ltd Accra only
Fruit & Vegetalbe Slicer NK 303 Thomas M. Nutbrown Ltd
Tray Hardec The Airscrew Co & Jigwood Ltd
Kithurst Meat Carving Dish KCD2C Harrington, C. E.; 
Lovesey, W. E.
Thomas Harrington Ltd
Swan Brand Saucepan 44K Bulpitt & Sons Ltd
Swan Brand Saucepan 1152 Buplitt & Sons Ltd
Swan Brand Frypan Buloutt & Sons Ltd 3 models
Swan Brand Egg Poacher Buloutt & Sons Ltd 2 models
Swan Brand Frypan Buloutt & Sons Ltd 2 models
Swan Brand Fish Fryer 900K Buloutt & Sons Ltd
Swan Brand Stew-pan 350K Buloutt & Sons Ltd
Swan Brand Stew-pans Buloutt & Sons Ltd several models
Swan Brand Colander Buloutt & Sons Ltd 2 models
Plastic Bowl 083 Laughton & Sons Ltd Lagos only
Food Container 076 Laughton & Sons Ltd
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Handled Mugs 197 Bendy Laughton & Sons Ltd
Handled Beaker 085 Laughton & Sons Ltd
Ovenware casseroles and dishes Queensberry, 
David
Enamelled Iron & Steel 
Products Co
Melmex Ware, Beetleware The Streetly Manufacturing Co 
Ltd
Veristocrat Range Berkeley 
Associate
Edward Curran Engineering 
Ltd
Cooker DC757GD The General Electric Co Ltd
Cooker Supreme DC120 The General Electric Co Ltd
Cooker Supreme D124 The General Electric Co Ltd
Iron D5854 The General Electric Co Ltd
Power Cleaners The General Electric Co Ltd 3 models
Electric Percolator D 5373 The General Electric Co Ltd
Electric Kettle D 5353A The General Electric Co Ltd
Hairdryer DM397 with Stand DM398 The General Electric Co Ltd
Spin-Dryer G. 1000 Cascade Frigidaire Division of General 
Motors Ltd
Refrigerator L.24 Electrolux Ltd
Electric Iron IC10 E. M. I. Sales & Service Ltd
Electric Iron Stand IS3 E. M. I. Sales & Services Ltd
Electric Percolator CB6 S. L. R. Electric Ltd
Electric Shaver Super Trim Ronson Products Ltd
Electric Kettle CH.103 Bulpitt & Sons Ltd
Electric Kettle CH.440 Bulpitt & Sons Ltd
Food Mixer X12 Mixmaster Sunbeam Electric Ltd
Electric Frying Pan XAC.10/MC Sunbeam Electric Ltd
Silver Glide Shavemaster Sunbeam Electric Ltd
Kosset Black Label Carpets Kosset Carpets Ltd several colours
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Linoleums Jas. Williamson & Son Ltd
Rugs, Tumbel-twist Booth, S. Shelley Textiles Ltd
Carpets Norwood T. E. Firth & Sons Ltd several models
Carpets Emperor T. E. Firth & Sons Ltd
Carpets Mansion T. E. Firth & Sons Ltd
Carpets Kiran T. E. Firth & Sons Ltd
Carpets Wetherby T. E. Firth & Sons Ltd
Carpets Cambridge T. E. Firth & Sons Ltd
Carpets Zephyr T. E. Firth & Sons Ltd
Carpets Coley T. E. Firth & Sons Ltd
4030/2 Automatic screen printed cotton Atkinson, Tonya David Whitehead Fabrics Ltd
4024/2 Printed cotton David Whitehead Fabrics Ltd
115/3 printed cotton Mellor, Tom David Whitehead Fabrics Ltd
4035/2 Screen printed cotoon Settsass, Ettore David Whitehead Fabrics Ltd
4038/3 Screen printed cotton Kinley, Peter David Whitehead Fabrics Ltd
CP138/1 screen printed heavy cotton Watkins, Stuart David Whitehead Fabrics Ltd
CP134/1 Screen printed heavy cotton Watkins, Stuart David Whitehead Fabrics Ltd
Toriello printed cotton Wistrich, Wanda Gayonnes Ltd
Picardy printed cotton Gayonnes Ltd
Vesna printed cotton Wistrich, Wanda Gayonnes Ltd
Arcadia printed cotton Wistrich, Wanda Gayonnes Ltd
Rose Irwin, Guy Gayonnes Ltd
Gaiety printed cotton Coles, Beryl Gayonnes Ltd
Steel hand printed cotton Coles, Beryl Gayonnes Ltd
Surface paradise screen printed cotton Barder, Daphne Gayonnes Ltd
Kew Gayonnes Ltd
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Barrier Reef Gayonnes Ltd
On the Tiles Gayonnes Ltd
Bracken 903 Grey Cavendish Textiles Ltd
Printed cotton Pansies Sullivan, Olive Edinburgh Wevers Ltd
Cotton satin fabric Minster Spencer, H. Edinburgh Weavers Ltd
Machine printed cotton Butterflies Sullivan, Olive Edinburgh Weavers Ltd
Screen printed heavy cotton Nimbus Holden, Cliff Edinburgh Weavers Ltd
Screen printed chintz Poppies Harper, Mary Edinburgh Weavers Ltd
Screen printed cotton satin Romulus McGowan, 
Robert
Edinburgh Weavers Ltd
Screen printed textured cotton Taurus Jarvis, Roland Edinburgh Weavers Ltd.
Heavy printed cotton Bamboo Green Wilson, Clarence Edinburgh Weavers Ltd
Everglaze screen printed cotton Rose Chintz Sullivan, Olive Edinburgh Weavers Ltd
Printed cotton Hermann, Willy Simpson & Godlee Ltd
Screen printed cotton Cepea Fabrics Ltd
Red seal Divan set Heritage, Robert Slumberland Ltd
Garden folding chair E. Atkins Ltd
Poppet foding baby bath Phillips, C. S. Lines Brothers Ltd
Triang D Toddle chair Lines, Walter Lines Brothers Ltd
Triang Pedigree 2E Lines Brothers Ltd
Turbular high chair Lines Brothers Ltd
Trolleys 342, 352, 348 Woodmet Ltd
Superbath and stand Rowlands, M. O. Ekco Plastics Ltd
Plastabath Ekco Plastics Ltd
Convertible couch No.618 Vono Ltd
Beer mug Streeter, W. H. United Glass Ltd
Classic Water Jug and Tumblers Streeter, W. H. United Glass Ltd
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Olympic Water Jug and Tumblers Williamson, A. H. United Glass Ltd
Bamboo Tumbler Williamson, A. H. United Glass Ltd
Twist white decorated Tumbler Williamson, A. H. United Glass Ltd
Ravenhead Stemware New Worthington Williamson, A. H. United Glass Ltd
Ravenhead Stemware Club Sherries williamson, A. H. United Glass Ltd
Ravenhead Stemware Club Cocktail Williamson, A. H. United Glass Ltd
Ravenhead Stemware Goblets Williamson, A. H. United Glass Ltd
Ravenhead Stemware Saucer Champagne Williamson, A. H. United Glass Ltd
Ravenhead Stemware Paris Goblets Williamson, A. H. United Glass Ltd
Ravenhead Stemware Waterloo Sherry Williamson, A. H. United Glass Ltd
Ravenhead Stemware Waterloo Goblets United Glass Ltd
Pyrex Carnival Mixing bowls James A. Jobling & Co Ltd
Pyrex Easy Grip Casseroles James A. Jobiling & Co Ltd
Night Sky Glassware Range Lady Casson W. E. Chance & Co Ltd
Starlight Crystal Beer Mug Stuart, F. H. Stuart & Sons Ltd
Woodchester Crystal Wine Services Stuart, F. H.; 
Kay, Ludwig
Stuart & Sons Ltd
Water Set 29399 Stuart, Robert Stuart & Sons Ltd
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Woodchester Stemware Stuart, F. H.; 
Kay, Ludwig
Stuart & Sons Ltd
Hampshire Stemware Stuart, G. W. Stuart & Sons Ltd
Dorset Stemware Khouri, E. N. Stuart & Sons Ltd
Norwich Jugs, Tumblers, Beer Mugs Stuart, G. W. Stuart & Sons Ltd
Bowl Kay, Ludwig Stuart & Sons Ltd
Vase 29421 Luxton, John Stuart & Sons Ltd
Ashtray 29474 Stuart, G. W. Stuart & Sons Ltd
Bowl 29823, 29783 Luxton, John Stuart & Sons Ltd
Honey pot 29234 Stuart, G. W. Stuart & Sons Ltd
Candlewick Bedcover My Fair Lady Everwear Candlewick Ltd
Candlewick Bedcover Diamond Chevron Everwear Candlewick Ltd
Terry Towel F205 Horrockses Ltd
Terry Towel Carlton Horrockses Ltd
Terry Towel Grendrelle Horrockses Ltd
Glasscloth Basket of Fruit G5 Dehnert, Brigitte John Shields & Co Ltd
Glasscloth Calypso G5 Dehnert, Brigitte John Shields & Co Ltd
Tablecloth & Napkins Riviera G3 Set Ingham, A. John Shields & Co Ltd
Tablecloth & Napkins Camco Italian-style G2 set Ingham, A. John Shields & Co Ltd
Tablecloth & Napkins Wallace Tartan G7 set John Sheilds & Co Ltd
Four Square G6 Tablecloths Ingham, A. John Shields & Co Ltd
Light fitting CPA568 Cone Fittings Ltd
Light Fitting Model 5S Cone Fittings Ltd
Light Fitting Model 3P Cone Fittings Ltd
Light Fitting Almak 88939 Falk Stadelmann & Co Ltd
Light Fitting Centaurus 88968 gold Falk Stadelmann & Co Ltd
Light Fitting Europa 3544 Falk Stadelmann & Co Ltd
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Light fitting Regulus 88178 Falk Stadelmann & Co Ltd
Light Fittings General Electric Co Ltd 6 models
Light fitting MA307IC Boissevain, Paul The Merchant Adventurers 3 more models
Light fittings Hiscock, H. C. H. C. Hiscock Ltd 4 models
Light Fittings Hiscock, H. C. Hiscock Appleby & Co Ltd 3 models
Light fitting TX52 Hiscock, R. C. Hiscock Appleby & Co Ltd
Light fitting FS18 The Maclamp Co
Light fitting Mondolite Troughton & Young Ltd 3 models
Light fitting P4 Pampas Grass Nicholson, 
Robert and 
Roger
Cpntract Metals (James 
Nicholson)
Double Spirit measure Vogel, E. P. H. Vogel & Co Ltd
Toastrack No84 The Betula Ltd
Breakfast set No. 162 The Betula Ltd
Pepper Mills Park Green & Co Ltd
Charles Green tankard Park Green & Co Ltd
Toastrack Old Hall Welch, Robert J. & J. Wiggin Ltd
Vegetable dishes J. J. Wiggin Ltd
Oval meat dish J. & J. Wiggin Ltd
Bread boat J. & J. Wiggin Ltd
Butter dish J. & J. Wiggin Ltd
Tankards J. & J. Wiggin Ltd
Sauceboat J. & J. Wiggin Ltd
Tray & ladle for sauceboat J. & J. Wiggin Ltd
Condiment set on tray J. & J. Wiggin Ltd
Tea Strainers J. & J. Wiggin Ltd
Sugar bowl J. & J. Wiggin Ltd
Lighters M45 Milady Ronson Products Ltd 2 more models
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Tankard 996 Hardidge, 
Kenneth P.
David Hollander & Sons Ltd
Gothland Teaset EPNS 104 Brown, David Lewis Rose & Co Ltd
Condiment set 625 Brown, David Lewis Rose & Co Ltd
Secretary Model 22 All-dry copier Miller, Carl S. Minnesota Mining & 
Manufacturing Co Ltd
V24 office-chair Tan-sad Chair Co Ltd Lagos only
Chair 1230, 1232, SR1278 Sankey-Sheldon Ltd
Metal desk 7203 Sankey-Sheldon Ltd
Duplicator 360 Gestetner Ltd
66 Standard Typewriter Imperial Typewriter Co Ltd
4 Good Companion Typewriter Imperial Typewriter Co Ltd
5 Good Companion Typewriter Imperial Typewriter Co Ltd
Shannobilic Lateral Retractable Door The Shannon Ltd
Slide-box lightweight model Boots Pure Drug Co Ltd
Slide-box de luxe model Boots Pure Drug Co Ltd
Camera Gadget-bag Boots Pure Drug Co Ltd small and large, leather
Photographic Transparency storage box Paterson R. F> Hunter Ltd
Professional Tripod KI Kennedy, Walter Kennedy Instruments Ltd
Junior Studio-light Ilford Ltd Lagos only
Bantam Colorsnap Camera Kodak Ltd
Brownie Cresta II Kodak Ltd
Brownie Movie camera 2 Model II Kodak Ltd
Sterling Camera II Kodak Ltd
Junior II camera Kodak Ltd
Folding Camera 66 III Kodak Ltd
Brownie 127 Camera Model 2 Kodak Ltd
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Colorsnap 35 Camera Kodak Ltd
Brownie Flash-holder Kodak Ltd
Brownie safe-light lamp no 2 Kodak Ltd
Flash holder and flash pack model II Kodak Ltd
Cine-projector Kodascope Kodak Ltd
Camera 44a Kodak Ltd
Universal Exposure Meter Weston Master Sangamo Weston Ltd
Cine Exposure Meter Weston Master Sangamo Weston Ltd Lagos only
Rangefinder Alpha II Gnome Photographic Products 
Ltd
Lagos only
Enlarger IIIe Gnome Photographic Products 
Ltd
Lagos only
F311 Spoon & Pusher set New, Evelyn Halex Division of the British 
Xylonite Co Ltd
F434 handled mugs Brown, W. Bruce Halex Division of the British 
Xylonite Co Ltd
F430 Handled mug Halex Division of the British 
Xylonite Co Ltd
TF2 Tea Flask Leslie-Smith, T. Vacco Ltd
VMS Vacuum Flask Leslie-Smith, T. Vacco Ltd
VMS/H Vacuum Flask Leslie-Smith, T. Vacco Ltd
JS Vacuum Stripes Food jar Leslie-Smith, T. Vacco Ltd
Frost Pine Pat D6450 Doulton Fine China Ltd
Bamboo Avon Shape Doulton Fine China Ltd
April Showers Avon Shape D6435 Doulton Fine China Ltd
Queen's Lace Model D6447 Doulton Fine China Ltd
Dessert Star Avon Shape Doulton Fine China Ltd
Classic Rainbow ware Alfred Meakin Ltd Lagos only
Springtime W. H. Grindley & Co Ltd
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Cambridge Greengables Vegetable and Cereal 
Dishes
Johnson, Ivy W. H. Grindley & Co Ltd
Cavalier coloured body W. H. Grindley & Co Ltd
Crown of the Year W. H. Grindley & Co Ltd
Fire Opal TK480 Wall, Peter; 
Minkin, Robert; 
Wedgwood 
studios
Wedgwood & Sons Ltd
Woodbury TK506 Wall, Peter; 
Minkin, Robert; 
Wedgwood 
studios
Wedgwood & Sons Ltd
Mayfield Ruby TK509 Wall, Peter; 
Minkin, Robert; 
Wedgwood 
studios
Wedgwood & Sons Ltd
Barlaston Green Wilson, Norman Wedgwood & Sons Ltd
Moonlight TK518 Wilson, Norman Wedgwood & Sons Ltd
Brecon TK519 Wilson, Norman Wedgwood & Sons Ltd
Spode Caracas Bone China Y7389 W. T. Copeland & Sons Ltd
Regimental shape, leather green W. T. Copeland & Sons Ltd
Hi Fi Amplifier Pye Ltd
Hi Fi Loudspeaker Pye Ltd
Hi Fi Loudspeaker system Pye Ltd
Television set TX275 E. K. Cole Ltd Lagos only
Radio U 700 E. K. Cole Ltd
Loudspeaker HD9 Public address Grampion Reproducers Ltd Lagos only
Record player 4 HF Gerrard Engineering & 
Manufacturing Co Ltd
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Record player 301 Garrad Engineering & 
Manufacturing Co Ltd
Gold balls Dunlop 65 Dunlop Sports Co Ltd
Table Tennis Bats Dunlop Barna Dunlop Sports Co Ltd
Table Tennis balls Dunlop Barna Dunlopn Sports Co Ltd
Tennis Racket Maxply Fort Dunlop Sports Co Ltd
Tennis Balls Slazenger 20000 Slazenger Ltd
Golf Clubs Slazenger Ben Hogan Slazenger Ltd
Moped Road Motor Cycle Raleigh Industries Ltd
Golf Balls Penfold Patented Golf Ball Development Ltd
Henry Cotton Golf Clubs George Nicoll
Parket Slimford The Parker Pen Co Ltd
Parket 17 The Parket Pen Co Ltd
Parket 51 The Parket Pen Co Ltd
Parker T. Ball Jotter The Parket Pen Co Ltd
Waterman Cartridge Bruce, John Waterman Pen Co Ltd
Waterman Ideal Fountain Pen Waterman Pen Co Ltd
Swoe hoe W450 Chadwick, Hulme Wilkinson Sword Ltd
All purpose Electric drill Black & Decker Ltd
Aristocrat Socket Chisels Hattersley, John 
A.
Ward & Payne Ltd
Neverbend spade S213 Spear & Jackson Ltd
Neverbend spade C163 Spear & Jackson Ltd
Neverbend Edging knife DC836 Spear & Jackson Ltd
Neverbend digging fork C375 Spear & Jackson Ltd
neverbend garden shears DC408 Spear & Jackson Ltd
Trowel & fork sets DC700 Spear & Jackson Ltd
Trowel & fork sets DC690 Spear & Jackson Ltd
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Spearfast frame-saw 38 Spear & Jackson Ltd
Handsaw spearior 88 Spear & Jackson Ltd
Lawn-rake DC 669 Flexo Spear & Jackson Ltd
Screwdrivers 223H Stanley Works Ltd
Hand drill 803 Stanley Works Ltd
Handyman's Woodworker's Vice 702 Stanley Works Ltd
Trimming Knife 199 Stanley Works Ltd
Shaper-plane 491 and shaper file 490 Stanley Works Ltd
V26 Vanity case S. Noton Ltd
DC98 Document case S. Noton Ltd
Comet range air travel luggage S. Noton Ltd
Canberra air travle luggage S. Noton Ltd
Wraith Zipper ZPL/40 zip suitcase S. Noton Ltd
Zipper ZPL/12 Travel bag S. Noton Ltd
LH7/3 Rev-robe Wardrobe Case-Ladies model Hanauer, J. A. W. Wood & Son Ltd
Expanding suitcase Hanauer, J. A. W. Wood & Son Ltd
Revelation Suitcase Hanauer, J. A. W. Wood & Son Ltd
Revelation travel bag Parrott, J. F. W. Wood & Son Ltd
Revelation travel bag Parrott, J. F. W. Wood & Son Ltd
Square Companion Case 5704 Antler Ltd
Soft top blouse case Antler Ltd
Hat case Antler Ltd
Suitcase expanding 5036 Antler Ltd
Suitcase 5314 Cruiser Antler Ltd
Lady's suitcase Antler Ltd
 401
‘British Design Exhibition’ Tokyo 1960 
Product name Designer Manufacturer Note
Lavatory basin Swanlyne Goslett, W. M. Alfred Goslett & Co Ltd Model: Cygnet
Lavatory brush and container Hughes Brushes Ltd Model: Spik
Lavatory basin Shaw, Knight & Co Ltd Model: Portia
Pillar tap for hospital use Barking Brassware Co Ltd Hiflo
Bibcook Hiflo Barking Brassware Co Ltd
Pillar tap Hiflo Barking Brassware Co Ltd
Wall type bath fitting Biflo Barking Brassware Co Ltd
Sink fitting deck type Biflo Barking Brassware Co Ltd
Bucket filing sink fitting Biflo Barking Brassware Co Ltd
Pillar tap Hiflo Barking Brassware Co Ltd
Plastic lever door furniture Hopper, Rodney Lacrinoid Products Ltd with concealed fixing
W.C. brush holder and brush Geeco Ewer, H. N. G.& E. Equipment and 
Contracts Ltd
Lever handle K42R Peach, Roger Dryad Metal Works Ltd
Wash basin Bean Medd, D.L. Adamsez Ltd
Wash basin Lotus Adams, Alan H. Adamsez Ltd
Lavatory basin Lotus Adams, Alan H. Adamsez Ltd
Hand wash basin Lotus Spiral Adams, Alan H. Adamsez Ltd
Spiltter switchfuses Silvertip Carter, R. David Revo electric Co Ltd
Lavatory basin Ceramant Ellis, E.S.; Howe, 
Jack
Twyfords Ltd vitreous china
pillar tap Fiddian James Barwell Ltd
Pillar cook Fiddian James Barwell Ltd
Coat hook Snap-Hanger Suter, L. B. The Birmingham Guild Ltd
Towel holder Tala Taylor, Law & Co Ltd
Thief proof toilet roll holder Asquith, Brian Newton Chambers & Co Ltd
Pillar tap Sheerline Shanks & Co Ltd
Hillestak Chair Day, Robin S. Hille & Co Ltd
Stacking chair Jason C2 Jacobs, Carl Kandya Ltd
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Portable thermostatic convector heater A.E.I. Hotpoint Ltd
Convector heater Cosyvec General Electric Co Ltd
Fan heater General Electric Co Ltd
Two-Tone table fan General Electric Co Ltd
Oil convector heater Kylchil P.R. Weaver Ltd
free-standing stove Siesta 4AX Belper Production Centre Solid fuel free-standing openable stove, bolier or non-
boiler model, Siesta 4B-inset model
Electric space heater Thermovent E.K. Cole Ltd
Oil convector heater Twin Flame Sterling Incandescent Co Ltd
electric heater Dimplex Junior Dimplex Ltd Permanently oil-filled
Electric radiator Drydenair Barrs, J. W. Thomas Dryden & Sons Ltd
Electric fire Belling Belling & Co Ltd
Personal fan Sunhouse H. Frost & Co Ltd
Electric convenctor heater Sunhouse H. Frost & Co Ltd
Portable electric fire Crescent Carter, R. David Revo Electric Co Ltd
Reflector New Outset Carter, R. David Revo Electric Co Ltd flat bar type electric fire
Portable convector heater Creda Calypso Simplex Electric Co Ltd
Electric space heater Creda Capri Simplex Electric Co Ltd
electric convector heater Memvek Midland Electric Mfg Co Ltd Wall mounting
Console convector heater Switch Heatovernt Electric Co
Queen-Heater Mellor, David Grahamston Iron Co Ltd Solid fuel room heater
Soft household broom Invincible Bunn, R. C.; 
Sewell, A. E.
Co-operative Wholesale 
Society Ltd
Electric wash boiler with pump Burco Burco Limited
Non-electric vacuum cleaner Newmaid Burrage, A. E. Burrage & Boyde Ltd
Ironing table Camyad Day, J. H. Home-Ease Limited
Egg timer British Duplex Seals Ltd
Knife sharpener British Duplex Seals Ltd
Aluminium pail Corfield-Sigg Ltd
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Stewpan Corfield-Sigg Ltd
Preserving pan Corfield-Sigg Ltd
Gas cooker R.& E. Main Ltd
Casserole Lewis, F. The Mirroware Co Ltd
Hollow-ground cutlery and steel The Prestige Group Ltd
Polythene measuring jug Savoury, W. Ekco Plastic Ltd
Stoneware lidded stewpot Finch, Raymond Raymond Finch
Girdle plate Easipower Appliances Ltd
Dimple frying pan Easipower Appliance Ltd
Aluminium saucepan Easipower Appliance Ltd
Frying pan Brown, J. H. Gateware Products Ltd
Gas cooker General Gas Appliances Ltd
Gas cooker lighter The Horstmann Gear Co Ltd
Milk saucepan with lid Izons & Co Ltd
Individual ovenglass casseroles Brown, Arthur The British Heat Resisting 
Glass Co Ltd
Frying pan Ernest Stevens Ltd
Porridge saucepans Ernest Stevens Ltd for use on electric stoves
Milk saucepans Ernest Stevens Ltd for use on electric stoves
Stewpan Black, Misha; 
Armstrong, 
Donald
Ernest Stevens Ltd Design Research Unit
Set of stainless steel stewpan Black, Misha; 
Armstrong, 
Donald 
Ernest Stevens Ltd Design Research Unit
Food containers Brookes, Ronald 
E. 
Brookes & Adams Ltd
Aluminium egg poacher Bulpitt & Sons Ltd
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Cast iron ovenware Queensberry, 
David
Enamelled Iron & Steel
Sallow stewpan Hague & McKenzie Ltd
Stainless steel bucket G.W. Pearce & Sons Ltd
Gas cooker Radiation Ltd
Gas table cooker Sidney Flavel & Co Ltd
Cook's knife Needham, Veall & Tyzack Ltd
Frypans The Welsh Tinplate & Metal 
Stamping Co Ltd
Non-drip lipped saucepan The Welsh Tinplate & Metal 
Stamping Co Ltd
Deep stewpan The Welsh Tinplate & Metal 
Stamping Co Ltd
Skillet The Welsh Tinplate & Metal 
Stamping Co Ltd
Shallow casserole The Welsh Tinplate & Metal 
Stamping Co Ltd
Plastic liquid container Mendle, M.; 
Mendle, J.
Mendle Bros Ltd
Stewpot and roaster with lid Wren, W. W. Lane & Girvan Ltd
Wall Light Cooke-
Yarborough, E.; 
Holmes, Ronald
Cone Fittings Ltd Swinging arm adjustable
wall switch plate and grid Snapfast Pickering, I. J. Falk, Stadelmann & Co Ltd 1 unit; 3 unit; 4 unit
Table standard lamp Pick, Beverley General Electric Co Ltd
Plaster-depth Flush swtich units Marr, G.E. Marbourn Ltd
Wall light fitting MA 2304-1 Boissevain, Paul The Merchant Adventurers Ltd 100w
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Wall light fitting MA 2209 The Merchant Adventurers Ltd G1- 60w; G2-100w; G3-150w
Wall light fitting MA2213 The Merchant Adventurers Ltd
Wall light fitting MA2227 The Merchant Adventurers Ltd
Pendant light fitting MA2560 The Merchant Adventurers Ltd Counterweight
Pendant light fitting MA2562 The Merchant Adventurers Ltd flex suspension
Pendant light fitting MA2564 The Merchant Adventurers Ltd Tube suspension
Wall light fitting MA2570 The Merchant Adventurers Ltd
Wall light fitting MA 2568 150w The Merchant Adventurers Ltd
Wall light fitting MA 2566 The Merchant Adventurers Ltd
Table light fitting MA 6645/Pa The Merchant Adventurers Ltd
Tube pendant type lighting Ellipse series 
MA1513T
The Merchant Adventurers Ltd fitting with vertical lamping
Tube pendant type lighting Ellipse series 
MA1514T
The Merchant Adventurers Ltd fitting with vertical lamping
Lampshade L.13 Bubble Stern, Bernard Rotaflex Ltd
Lampshade L. 10 & 11 Teardrop Stern, Bernard Rotaflex Ltd
Lampshade L.16 Onion Stern, Bernard Rotaflex Ltd
Lampshade D.517 Viking Stern, Bernard Rotaflex Ltd
Lampshade L.14 Bubble Stern, Bernard Rotaflex Ltd
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Pendant light fitting Sphere PS.100 Reid, John & 
Sylvia
Rotaflex Ltd
Wall lamp S5 Clip-stick Schottlander, 
Bernard
Bernard Schottlander
Adjustable wall lamp S2 Mantis Schottlander, 
Bernard
Bernard Schottlander
Table/wall Lamp S4 Bat Schottlander, 
Bernard
Bernard Schottlander
Wall bracket Versalite F.V. 15/R Troughton & Young Ltd
Wall bracket lighting fitting F.V.52/R Throughton & Young Ltd
pendant light fitting Satina G.4009/5/4505 A.E.I. Lamp & Lighting Co Ltd 5 light, made by Hailwood & Arkroyd
pendant lighting fitting Satina G.4007/6/4506 A.E.I. Lamp & Lighting Co Ltd 6 light, made by Hailwood & Ackroyd
Diary Alap Executive Alpa Plastic Products Ltd
Self adhesive tape dispenser with snap top Model 
57
Rabley, D. Injection Moulders Ltd
Fountain pen Slimfold The Parker Pen Co Ltd
Fountain pen Parker 17 The Parker Pen Co Ltd
Ballpoint pen Parker 51 The Parker Pen Co Ltd Lustraloy cap
Fountain pen Parker 51 The Parker Pen Co Ltd Lustraloy cap
Catridge fountain pen NW2 Cartridge Waterman Pen Co Ltd
Fountain pen Ideal Waterman Pen Co Ltd
Hand tally Count Master 4244-8 English Numbering Machines 
Ltd
Fountain pen Esteerbrook Renew-Point IJ The Esterbrook Pen Co Ltd
Pencil sharpeners Boston Carter, Theo Joseph Gillott & Sons Ltd
Plastic mug Melaware Ranton & Company Ltd
Moulded tableware Melaware 6 sets Ranton & Company Ltd
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Cream jug or pouring beaker Fiesta Brookes, Ronald 
E. 
Brookes & Adams Ltd
Plastic plates Fiesta Melmex Brookes, Ronald 
E. 
Brookes & Admas Ltd
Nesting soup bowls Fiesta Melmex Brookes, Ronald 
E.
Brookes & Adams Ltd
Teapot, sugar basin, cup and saucer Rie, Lucie Lucie Rie
Hors d'oeuvre dish Rie, Lucie Lucie Rie
Cruet set and sauceboats Rie, Lucie Lucie Rie
Sauceboat The Leach Pottery
Open soupbowl and vegetalbe dish The Leach Pottery
Butter dishes and plate The Leach Pottery
Lidded soupbowls The Leach Pottery
Jugs The Leach Pottery
Oil & Vinegar set The Leach Pottery
Jug The Leach Pottery
Lidded stewpots The Leach Pottery
Egg baker set The Leach Pottery
Casseroles The Leach Pottery
Hors d'ueuvre set Denby Joseph Bourne & Son Ltd
Storage jars Krusta ware Pearson & Co Ltd
Punch bowl, ladle and mugs Trey, Marianne 
de
Shinner's Bridge Potter
Stoneware lidded stewpot Raymond Finch
Glass vase James Powell & Sons Ltd
Decanter and glasses Edinburgh Crystal Edinburgh Crystal Glass Co
Dry shaver Philishave jet Philips, Holland Philips Electrical Ltd
Nail brush Spa Major Spa Brushes Ltd
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Pepper mill 5212 Parkin-Moore, A. 
W.
Mills Moore & Co Ltd
Pepper mill 5926 Parkin-Moore, A. 
W.
Mills Moore & Co Ltd
Pepper mill 5212 Parkin-Moore, A. 
W.
Mills Moore & Co Ltd
Pepper mill 5928 Parkin-Moore, A. 
W.
Mills Moore & Co Ltd
Salt and pepper pots 81/59 John F. Hardy
Salt and pepper pots 16/2R John F. Hardy
Seamless teapot Judge Ernest Stevens Ltd
Condiment set Old Hall S1659/60/61 J.& J. Wiggin Ltd
Condiment set Old Hall SP.304 J.& J. Wiggin Ltd
Fruit dish SS13 John Grenville
E.P.N.S. Tea set Pride Mellor, David R. Walker & Hall Ltd
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Product name Designer Manufacturer Note
Tablemirror PC.180 Peter Cuddon
Cylindrical Litter Bin Town Number One G.A. Harvey
Furniture Castors Orbit Joseph Gillott
Vitreous enamelled steel stewpans Chef Royal Edward Curran
Slide Projector Kodaslide 40 Kodak Ltd
Brownie Camera 44A Kodak Ltd
Spot-Lighting fittings Rotaflex
Street Lighting Column 2560 Atlas Lighting
Pendant Chelsea Light fittings G3/JZ Atlas Lighting
Low Voltage display fitting DB/0050 Atlas Lighting
Low Voltage Transformer TR/2338 Atlas Lighting
Fluorescent Kitchen light Atlas Lighting
Plates Fiesta 286 Brookes & Adams
Vision net T.6883 Clyde Manufacturers
Vision net T.6740 Clyde Manufacturers
Linen glass cloths Thos. Somerset
Ovenware 'Anniversary Ware' izons & Co Ltd
Wallpaper Pannus Wall Paper Manufacturers Ltd
Wallpaper Impasto Wall Paper Manufacturers Ltd
Glass vases Canberra J. Wuidart
Plastics coated fabric I.C.I.
Refrigerator D8118 Pressed Steel Co.
Teaset Pride Walker & Hall
Cutlery Pride Walker & Hall
Inglewood Edingurgh Weavers
Ceramic tiles H.& R. Johnson
Easy Chair Flamingo Ernest Race
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Socket chisels Ward & Payne
Sideboard Hamilton Archie Shine
Lavatory basin Carlton Shanks & Co
Oil convector heater Tallent
Baby bath & stand Ekco Plastics
Knifecut pruner W.40 Wilkinson Sword
Garden tool Swoe Wilkinson Sword
Le Bosquet Hull Traders
Conference Ridgway Potteries
Flamingo Tibor
Strawberry Hill Wedgwood
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Product name Designer Manufacturer Note
Carpet Sicilian 4669/3 John Crossley & Sons Ltd
Carpet The New Line, Burnt Oak Rivington Carpets Ltd
Carpet Imperial 9681/16 Tomkinsons Ltd
Settee Clifford S. Hille & Co Ltd
Chair Clifford S. Hille & Co Ltd
Settee bed Convertible S. Hille & Co Ltd
Armchair Marson S. Hille & Co Ltd
Easy Chair Heritage L. Lasarus & Sons Ltd
Desk 7373 Mines & West Ltd
Dining chairs Bedales 1A Neville Neal
Easy Chair R57/1 Ernest Race Ltd
4 Rota Plan screens Rotaflex Ltd 2 teak, two rotaflex
Cabinet R 801 Gordon Russell Ltd for drinking
Cabinet R 801 Gordon Russell Ltd for bureau
Nest of table Archie Shine Ltd
Sideboard Huntingdon Archie Shine Ltd
Divan sets Red Seal Slumberland Ltd
Wall shelf unit S 220 The Stag Cabinet Co Ltd
dining chairs S.230 The Stag Cabinet Co Ltd
Dining table S.210 The Stag Cabinet Co Ltd
Sideboard S.201 The Stag Cabinet Co Ltd
Cabinet S.203 The Stag Cabinet Co Ltd
Shelving brackets and supports Tebrax Ltd
Dressing table, drawer and washing basin unit Vanson Furniture Ltd
Dressing table stool Vanson Furniture Ltd
Wardrobe Unit B.404 Vanson Furniture Ltd
Bedside table Vanson Furniture Ltd
Headboard Vanson Furniture Ltd
Vase Canberra LSW/601/2/3 General Electric Co Ltd
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Glasses Connoisseur Thomas Webb & Sons
Wall light 120 Cone Fittings Ltd
Pendant lights Chimney A Fulford Brown Brothers Ltd
Wall lights F. 32241 General Electric Co Ltd
Table standard T.2314 Rotaflex Ltd
Cigarette box G.B.170 Viners Ltd
Martini jug G.B.164 Viners Ltd
Tankards Viners Ltd
48 piece place setting Walker & Hall Ltd
Tumblers and holders J & J Wiggin Ltd
Desk tray Acorn & Lumium Sales Co Ltd
Dest set Acorn & Lumium Sales Co Ltd
Telephones Aristocrat Autophone Ltd
Telephone Etelphone Ericsson Telephone Ltd
Pottery hedgehogs 8, 8a Briglin Pottery Ltd
Coffee set C/989 Accolade Green Susie Cooper Pottery Ltd
Ashtray Mermaid Theare Crown Staffordshire China Co 
Ltd
Ashtray Brighton Pavilion Crown Staffordshire China Co 
Ltd
Dinner Service W.4281 Beaconsfield Josiah Wedgwood & Sons Ltd
Record player TRP.45 Top Ten Bush Radio Ltd
Table mat Albany Donald Brothers Ltd
Candlewick bedspreads TT.503 Douglas Fraser & Sons Ltd
Printed cotton Ceres WE.1661 Heal Fabrics Ltd
Printed cotton Echelon WE.1850 Heal Fabrics Ltd
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Terylane net Jersey-Kapwood Ltd
Diabolo wallpaper The Wall Paper Manufacturers 
Ltd
Tricus Wallpaper The Wall Paper Manufacturers 
Ltd
Crown R.15694 The Wall Paper Manufacturers 
Ltd
Treescape wallpaper The Wall Paper Manufacturers 
Ltd
Sicilian Lion wallpaper The Wall Paper Manufacturers 
Ltd
Table mirror PC.180 Peter Cuddon
Towel Rail PC.181 Peter Cuddon
Saucepan Chef Royal Edward Curran Engineering 
Ltd
Furniture castors Orbit Joseph Gillott & Sons Ltd
Litter bin Town Number One G A Harvey & Co Ltd
Unit furniture Form S. Hille & Co Ltd
Domestic oil fired boiler Centrmatic 35 Newton, Chambers & Co Ltd
Chemical closet Paragon Racason Limited
Folding outdoor chairs Cormorant Ernest Race Ltd
Floor standard spotlight 4201 Rotaflex Ltd
Transistor portable radio TR.70 Ultra Radio & Television Ltd
Carving set Monte Carlo George Wostenholm & Son Ltd
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Product name Designer Manufacturer Note
Stewpans Chef Royal white and blue Edward Curran Engineering 
Ltd
Trays XL8, 9, 10, grey and red X-Lon Products
Cutlery New Approach C1148 John Sanderson & Son Ltd
Plastic Tableware Fiesta 263 Brookes & Adams Ltd
Glass Towel,  Bench in Park York Street Flax Spinning Co 
Ltd
Glass Towel, Cherries and Fruit York Street Flax Spinning Co 
Ltd
Glass Towel, Too Many Cooks Thomas Somerset & Co Ltd
Glass Towel, Bouquet Garni Thomas Somerset & Co Ltd
Tiles Kenneth Clark Pottery
Light Fitting Cone Fittings Ltd
Carving Set George Wostenholm & Son Ltd
Chair Cormorant Ernest Race Ltd
Textiles Pheasant Moon 0064/589 Edinburgh Weavers
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Product name Designer Manufacturer Note
Royal Queensway ware Dependalbe Products Ltd
Frying Pan Dependalbe Products Ltd
Fish Fryer Dependalbe Products Ltd
Egg Poacher Dependalbe Products Ltd
Egg cups G14 B.I.P. Gaydon
Salad Servers G. 10/11 B. I. P. Gaydon
salad bowl G12 B. I. P. Gaydon
Tableware servce B. I. P. Gaydon
Toys Policeman, Guardsman, Scotsman, 
Welshwoman
Margaret Fleishman Old 
Cottage Toys
Stacking Cup and saucer Model 263 Brookes & Adams Ltd
Fiesta Plates Model 286 Brookes & Adams Ltd
Cannister Model 98 Brookes & Adams Ltd
Small 5 piece Train John Gould
Cruet set No4610 Mills Moore & Co Ltd
Tankards Robert Stewart Ceramics Ltd
Crinan Robert Stewart Ceramics Ltd
Kintyre Robert Stewart Ceramics Ltd
Storage jars Robert Stewart Ceramics Ltd
Rosslyn small and large Robert Stewart Ceramics Ltd
Kelvin small and large Robert Stewart Ceramics Ltd
Hors d'oeuvres dishes model 1504, 1505 X-Lon Products
Table lamp model 3405 Rotaflex Ltd
Slide case Boots Pure Drug Co Ltd
Transaprency Viewer Delta view Paterson Ltd
Stoneware Coil Pot Ian Auld
Stoneware bottle Ian Auld
Stoenware Figure Bank Holiday Aftermath Audrey Blackman
Children's drinking mugs Horlock Stringer
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Oil and Vinegar set 356 The Betula Ltd
Rectangular Dining Table Duet S611 The Stag Cabinet Co Ltd
Pudded back dining chairs model D. C. 1 Uniflex
Tableware Hathaway Rose Josiah Wedgwood & Sons Ltd
Glasses Connoisseur 52443 Thos. Webb & Sons
Candlesticks D.C.2 Kenneth Clark Pottery
Condiment set Fanfare Walker and Hall Ltd
Cutlery and Flatware Pride Walker and Hall Ltd
Table mats Thos. Somerset & Co Ltd
Table Napkins Thos. Somerset & Co Ltd
Wallpaper Palladio 44728 The Wall Paper Manufacturers 
Ltd
Woven Cotton/Linen Scotscraig Wemys Weavercraft
Pattern Atalanta CP376D Liberty & Co Ltd
Screen Printed cotton Bevis College of Art Range Simpson & Godlee Ltd
Net Pattern Vision Net T6979 Clyde Manufacturing Co.
Moygashel Black Slubbed cotton/viscose Stevenson & Son Ltd
Owls, small and large Briglin Pottery Ltd
Oriana teaset S200 J. J. Wiggin Ltd
Teaset S1990 J. & J. Wiggin Ltd
Cruet S1970 J. & J. Wiggin Ltd
Nutcracker S268 J. & J. Wiggin Ltd
Toy cars Model of Yesteryear Lesney Products & Co Ltd
Tea service Pride Walker & Hall Ltd
Luggage and Attache case victor Volant Parket Wakeling & Co Ltd
Kettle R6035 The Prestige Group Ltd
Kitchen Tool Set 1900 The Prestige Group Ltd
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Anniversary Ware Lidded Casserole 370 Isons & Co Ltd
Syphon Globemaster The British Oxygen Co Ltd
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Product name Designer Manufacturer Note
kettle A.W.Ryan non-furring flat-topped, used in Introduction, Moscow, 
1964
padding mangle Mather & Platt Ltd. model, used in Introduction, Moscow, 1964
Level W.T. Stanley & Co. Ltd. surveypr's level, used in Introduction, Moscow, 1964
Wall clock C204 Gent & Co. Ltd. used in Work of Individual Designers, Moscow 1964
Wall clock C266N Gent & Co. Ltd. used in Work of Individual Designers, Moscow 1964
chair model BR S. Hille & Co. Ltd. Heavy duty upholstered, used in Work of Individual 
Designers, Moscow 1964
Spotlight DB1050 Atlas Lighting Ltd. used in Work of Individual Designers, Moscow 1964
Adding machine 509 Mark II Sumlock Comptometer Ltd. Moscow 1964
Anita Mk VIII Sumlock Comptometer Ltd. Electronic calculating machine
Embossing machine Dorchester Adrema Ltd. Bradma Data 
Writing Systems
Offset duplicator R75 Rotaprint Ltd.
Lighting fittings Ventura Merchant Adventurers Ltd.
Lighting fittings Arrowslim Atlas Lighting Ltd.
Double pedestal desk Lucas, LD46 Lucas of London Ltd.
Chair CC Lucas of London Ltd. displayed together with LD46
bookcase and storage cabinet BSC Lucas of London Ltd.
Wall units Archie Shine Ltd.
Polypropylene chair S. Hille & Co. Ltd.
Chair Sheppey Race Furniture Ltd.
Slide Rule A.G. Thornton Ltd. no. 221, 241, 251, 271
Compass A.G. Thornton Ltd. MS44, MS54
Telephone STC 6a Standard Telephones & Cables 
Ltd.
model
Vertical Cylinder Dryer Mather & Platt Ltd. model
Textile mangle Mather & Platt Ltd. model
fibre-glass motor housing Mather & Platt Ltd. photograph
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covering for 300 mw steam turbine AEI (Manchester) Ltd. model
generator exciter cover AEI (Manchester) Ltd. photograph
Dial design AEI (Manchester) Ltd.
Virtical heat treatment furnace JFC Mark II AEI (Birlec) Ltd.
Industrial gas-fired boiler Diplomat G Thomas Potterton Ltd.
Ffestiniog power station exciter housings AEI (Rugby) Ltd. photograph
Hydraulic cutting press 60.40 British United Supplies and 
Machinery Co. Ltd.
special purpose press
photo-lettering machine The Monotype Corporation Ltd model
Lithoprintex senior The Monotype Corporation Ltd model of step and repeat printing machine
1301 computer International Computers & 
Tabulators
model
Solitaire W.R.Prior & Co Ltd Microscope
Midge Wayne Kerr Laboratories Ltd Conductivity bridge, wide-range temperature bridge, 
humidity bridge
Selectest Salford Electrical instruments 
Ltd
electrical test meter
Minitest Salford Electrical Instrument ltd electrical test meter
Spectrophtometer SP200 Unicam Instruments Ltd
Colorimeter SP1300 Unicam Instruments Ltd
Deioniser Elga Products Ltd
Twin transitor power supply unit AS1164 Solartron Electronic Group Ltd
Pulse generator GO1377 Solartron Electronic Group Ltd
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Modular oscilloscope CD1183 Solartron Electronic Group Ltd
Electrocardiograph Transrite III Cambridge Instrument Co Ltd
6 meter electron volt linear accelerator Mullard Equipment Ltd model
portable high pressure autoclave size 512 Surgical Equipment Supplies 
Ltd
modular operating theatre Honeywell Controls Ltd model and full-size section
operating table MC Allen & Hanburys Ltd
electrolift hospital bed Marsden Evered & Co Ltd
Amersham stack back George M. Hammer & Co Ltd school chair
Table dest 418 Square ESA Kingfisher-Furniture Sales 
Division
Table dest 419 hexagonal ESA Kingfisher-Furniture Sales 
Division
Dual locker dest X295 ESA Kingfisher-Furniture Sales 
Division
Patent rimless closet C411 Adamsez Ltd
Lotus hospital besin 1162 Adamsez Ltd
Lotus 'K' line basin 1155 Adamsez Ltd
Lotus surgeon's basin 1166 Adamsez Ltd
School basin Sprey Adamsez Ltd
School basin Lotus 1168 Adamsez Ltd
School basin Bean C121 Adamsez Ltd
patient/nurse intercommunication system Marconi International Marine 
Co Ltd
Hospital light fitting Osram GEC Ltd F42111, F42226, F42221
Mixing valve Leonard 72B Walker, Crosweller & Co Ltd
Pendant light L52/150 E.C. Payter & Co Ltd
Patient/nurse intercommunication system Westrex Co Ltd
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Portable speech trainer Speedmaster 2364 Westrex Co Ltd
Direction-finding apparatus Brookes & Gatehouse Ltd L & K, Homer & Heron
lathe Raglan Raglan Engineering Co Ltd 5" centre
Bench drill Progress No 16 B. Elliott (Machinery) Ltd
Inclinable press No 35 E.W. Bliss (England) Ltd
L-shaped dest Magnus MM4/MMV Conran & Co Ltd
Swivel Chair ESC Lucas of London Ltd
Calculating machine Anita Mark VIII Sumlock Comptometer Ltd
Dictating machine Vectronome John Marshall (Electronics) Ltd
GPO Telephone Gecophone Reliance Telephone Co Ltd
Dest Tray D2/852 Heal's Contracts Ltd
Safe TDR Chubb & Sons
Bank-note counting machine 100E Thomas De La Rue & Co Ltd
Single pedestal dest 43 L Ian Audsley Workshops Ltd
Polypropylene chair with swivel base S. Hille & Co Ltd
Portable typewriter Good Companion 6T Imperial Typewriter Co Ltd
Telstor answering and dictating machine Shipton Automation (Sales) Ltd
Filing tray DT Leslie Cornish Ltd
L-shaped dest Pythagoras PD2/CT/PD3/F Conran & Co Ltd
Chair Pythagoras PC/S Conran & Co Ltd
Calculating machine Duolectric 9125z Sumlock Comptometer Ltd
Telephone Etelphone Main Type 4 Ericsson Telephones Ltd
Pencil sharpener Velos Crown 222 Rees Pitchford & Co Ltd
Stapling machine Vanguard 900 Goodman & Vandervieren Ltd
Filing cabinet Triumph TBS (South Wales) Ltd
Clips Slimklip Joseph Gillott & Sons Ltd
Duplicator 366 Type S Gestetner Ltd
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Swivel Chair 28/16 Hall Harding Ltd
Personal storage 28 range console Hall Harding Ltd
Side reference table range 'a' T4 Ian Audsley Workshops Ltd
Vertical plan chest 2703/001 Arclight E.N.Mason & Sons Ltd
Complex-number slide rule W.F.Stanley & Co Ltd
dividers MS20 senior professional A.G.Thornton Ltd
Adjustable set square Pic Trig-Angle A.G. Thornton Ltd
Universal curve F 5255 A.G. Thornton Ltd
Set of curves F 3745 A.G. Thornton Ltd
Slide rule 221 A.G. Thornton Ltd comprehensive double face
Compasses MS44, MS54 A.G. Thornton Ltd
Light Anglepoise Herbert Terry & Sons Ltd
Drawing stand and draft machine Zodiac Admel
Plan chest with drawing unit J, range J17 Magpie Furniture Ltd
Chair C1-607 Carson Bros (Productions) Ltd
Light fitting Gibraltar GIB/1/2040 Courtney Pope Ltd
Dyeline copier Copycat Ltd
Double pedestal desk range 'a' 53LIR Ian Audsley Workshops Ltd
Chair C1-605 Carson Bros (Production) Ltd
Partitioning Tenon Contracts Ltd
Dest tray L Leabank Office Equipment Ltd
GPO telephone Gecophone Reliance Telephone Co Ltd
Personal call system Mark II Westrex Co Ltd
Filing cabinet Lateral Shannon Ltd
Chart Movigraph Rotadate Adapta Charts Ltd
Models of livery British European Airways
Executive aircraft B218 Beagle Aircraft Ltd Mock-up
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2750 hp diesel electric locomotive Brush Type 4 Brush Electrical Engineering 
Co Ltd
model
Pullman passenger train Metropolitan Cammell Ltd model
25kw AC 3300 hp electric locomotive British Railways Board model
2700 hp diesel hydraulic locomotive D1000 British Railway Board model
locomotive control console British Railways Board model
passenger coach British Railways Board Mock-up
toilet compartment British Railways Board model
linesman's plastic hut British Railways Board model
Small cargo/ passenger liner Fairfield Shipbuilding and 
Engineering Co Ltd
Saloon motor car 2000 Rover Co Ltd
Saloon motor car Austin Mini British Motor Corporation Ltd
Van Austin Mini British Motor Corporation Ltd
Fork-lift truck Rapide 20 Lansing Bagnall Ltd
Bicycle Standard Moulton, Alex Moulton Bicycles Ltd
Motor bicycle Ariel Leader 250cc twin Ariel Motors Ltd
Transport terminals British Railways Board models of Sandbach, Barking, Coventry, Harlow railway 
station
Manchester Airport Manchester City Council photographs
Ticket machine Miniprinter Westinghouse Ticket and 
Business Machines Ltd
Modular public address system Westrex Co Ltd
Kitchen storage furniture California range F. Wrighton & Sons Ltd units KU 57 CR, KU 56CR
Rug Candletree Quayle & Tranter Ltd
Woven fabric Mantua Tibor Ltd
Printed fabric Flamingo Tibot Ltd
Printed fabric Polperro Gayonne's Ltd
Printed fabric Tintagel Gayonne's Ltd
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Printed fabric Gaycarray Gayonne's Ltd
Tableware Queensberry and Contrast W.R.Midwinter Ltd
Tableware Hathaway Rose Josiah Wedgwood & Sons Ltd
Cutlery The Yote Manufacturing Co Ltd
Stainless Steel tableware Oriana Old Hall Tableware Ltd
Storage canisters 98, 99 Brookes & Adams Ltd
Plastic cup and saucer G1, G2 BIP Gaydon
Electric cooker Heatview luxury super AEI Hotpoint Ltd
Refrigerator Super Six Iced Diamond AEI Hotpoint Ltd
Washing machine Supermatic AEI Hotpoint Ltd
Food Mixer Burcomix Burco Ltd
Food Mixer A701 Chef Kenwood Manufacturing 
(Working) Ltd
Electric toaster TOS Morphy-Richards (Cray) Ltd
Wall-mounted infra-red heater IRA Morphy-Richards (Cray) Ltd
Extractor fans Xpelair Woods of Colchester Ltd
Plastic storage boxes S242 Halex
Stewpan Elegance 1 Jury Holloware Ltd
Teapot/coffee pot Elegance 9 Jury Holloware Ltd
Kettle Elegance 2 Jury Holloware Ltd
Potato peeler VC7 Imperial Machine Co
Waste disposal unit Wastrel 203 Imperial Machine Co
Gas fire Quintet 281 R & A Main Ltd
Oil-fired boiler Centramatic 35 Newton Chambers & Co Ltd
Hand basin Viking Twyfords Ltd
Cistern Super Viking Cisterns Ltd
Electirc alarm clock Merlin Westclox Ltd
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Battery shaver Milward Courier Needle Industries Ltd
Natural light slide viewer Starviewer Boots Pure Drug Co Ltd
Battery viewer Miniviewer Boots Pure Drug Co Ltd
Slide storage box Lightweight Boots Pure Drug Co Ltd
Hoe and rake P992, P665 Spear and Jackson Ltd
Coffee grinding machine Mather and Platt Ltd model
Television reciever 3622 Ferguson Radio Corporation 
Ltd
Portable wireless T106 Bush Radio
Panel inset fire 180 U Belling & Co Ltd
Portable electric convector heater Salisbury H30K Revo Electric Co Ltd
Slide projector SN12 Aldis Bros Ltd
Lighting fittings Opalight range Merchant Adventurers Ltd
Cooker and control box 380, 381 Simplex Electric Co Ltd
Hob Unit 382 Simplex Electric Co Ltd
Electric iron CA75 Morphy Richards (Cray) Ltd
Protable fan heater Bermuda BMD Morphy Richards (Cray) Ltd
Pendant light fitting Poliprim No 1159 Rotaflex Ltd
Swinging arm adjustable wall light 120 Cone Fittings Ltd
Adjustable table lamp Anglepoise 1227 Herbert Terry & Sons Ltd
Radio tours and simultaneous interpretation 
receiver Lorgnette
Multitone Electric Co Ltd
Electronic dialling system Director Shipton Automation (Sales) Ltd
Bank-note counting machine Mark II Thomas De La Rue & Co Ltd
Cradle and four bottles for corrosive liquids Spencer Chapman & Messel 
Ltd
White plastic tubes for filler Felximent Ltd
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Green collapsible sleeve for domestic lamps Atlas Lighting Ltd
Lawn edge stripper display stand British Aluminium Co Ltd
Starpack range of bottles and cartons Fisons (Horticulture) Ltd
Plastic container for household oil Castrol Ltd
Transparent pencil pack Venus Pencil Co Ltd
Packing for cooker and fire R & A Main Ltd
Blown plastic bottle Domestos Ltd
One-trip beer bottle and 14 oz Lighta-Pinta Rockware Glass Ltd
Container for cut flowers George Mount & Sons Ltd
Transparent pack S. Smith & Sons Ltd Spark Plug and Ceramics Division
Display container for 12 books Penguin Books Ltd
Blue pulp apple pack, netlon pack Marks and Spencer Ltd
Bottle for Kiwi White The Kiwi Polish Co Ltd
Glenfarm egg box Bennett-Opie Ltd
Rope carton for Red Star twine British Ropes Ltd
Polythene potato pack Mac Fisheries Ltd
Frozen food pack Mac Fisheries Ltd
Polythene pack for Ariel pillow Fogarty's Ltd
Stocking pack Berkshire International Ltd
Pack for Surprise peas Batchelors Foods Ltd
Tin for Long Life beer Ind Coope Ltd
Palladio 44879 Wall Paper Manufacturers Ltd Wallpaper
Woven fabric Glendale 104 Donald Bros Ltd
Camera Vecta Kodak Ltd
Insulated tumbler Insulex Ltd
Electric alarm clock Merlin Westclox Ltd
Garden shears Sword Wilkinson Sword Ltd
Electric 'Memory' Master clock English Clock System
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Printed cotton Sixty-three 0105 Hull Traders Ltd
Battery shaver Milward Courier Needle Industries Ltd
Door bells and push buttons V & E Friedland Ltd
Cut glass bowls and vases Queensberry range Webb Corbett Ltd
Chair Brompton Dancer & Hearne Bros Ltd
Laminated plastic sheet Nubian Formica Ltd
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Product name Designer Manufacturer Note
Wilton Carpet 1333 Aztec Bridger, John The Empire Carpet Co Ltd
Axminster Carpet 117 Elan Bridger, John The Empire Carpet Co Ltd
Wilton Carpet 7701 Ayriba Herby, H. William C. Gray & Sons Ltd
Wilton Carpet Adderbury I. & C. Steele & Co Ltd
Wilton Carpet Big Circle Day, Lucienne I. & C. Steele & Co Ltd
Long Pile Axminster Rug Trolldans A. F. Stoddard & Co Ltd
J Type Long Pile Rug Forestal Martin, Jean Tomkinsons Ltd
Wilton Carpet Cirrus 9142 The Wilton Royal Carpet 
Factory Limited
Dishes TW67,71,75,76 Clements, Eric J. R. Bramah & Co Ltd stainless steel
Dishes TW68, 72, 78, 29 Clements, Eric J. R. Bramah & Co Ltd stainless steel
Cutlery and Flatware Oriana Welch, Robert British Silverware (Export)  Ltd satin finished stainless steel
Beef Carvers and Sharpening Steel Pride Mellor, David British Silverware (Export) Ltd stainless steel blades
Cutlery and Flatware Pride Mellor, David British Silverware (Export) Ltd silver plate, blades stainless steel ivorine handles
Single and Divided Vegetable Dishes 50110, 
50111, 50112
Redfern, Keith 
W.
British Silverware (Export) Ltd stainless steel
Tea Strainer 50312 Butter Dish 50323 Brownsword, 
John A.
British Silverware (Export) Ltd stainless steel
Cutlery and Flatware Sheba 1243 West, R. G. George Butler & Co Ltd stainless steel, plastic handes
Candlesticks DC1 DC2 Clark, Kenneth Kenneth Clark Pottery brass
Cutlery Lessons, K. W. John Mason Ltd stainless steel, rosewood handles
Cutlery and Flatware Alveston A100 Welch, Robert Old Hall Tableware Ltd stainless steel
Ash Tray S143 Welch, Robert Old Hall Tableware Ltd stainless steel, plastics base
Condiment Set S135 Welch, Robert Old Hall Tableware Ltd stainless steel, plastics band
Condiment Set S304 Welch, Robert Old Hall Tableware Ltd stainless steel
Tea Service Oriana SP200 Welch, Robert Old Hall Tableware Ltd stainless steel
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Table Jugs S208 Welch, Robert Old Hall Tableware Ltd stainless steel
Nut Crackers S268 Welch, Robert Old Hall Tableware Ltd stainless steel
Coffee Services SP280 Welch, Robert Old Hall Tableware Ltd stainless steel, polished teak handles
Salad Services Alveston A93 Welch, Robert Old Hall Tableware Ltd stainless steel
Cutlery and Flatware New Approach Mark III, 
C1246
Cass, C. Melville John Sanderson & Son Ltd stainless steel, nylon handles
Cutlery and Flatware New Image Cass, C. Melville John Sanderson & Son Ltd stainless steel, nylon handles
Basting Spoons Sipelia B. & J. Sippel Ltd stainless steel, 4 spoons
Cutlery and Flatware Sipelia Ascot Asquith, Brian B. & J. Sippel Ltd 7 piece place setting, stainless steel
Cutlery and Flatware 6 piece setting Heritage, Robert The Yote Manufacturing Co Ltd stainless steel, plastic handles
Name and Number indicator, Stayville Carville G. & S. Allgood Ltd stainless steel
Lever Handles Delta Welch, Robert G. & S. Allgood Ltd silver anodised aluminium lever and rose
Door bells and Push buttons Stevenson, 
Norman
V. & E. Friedland Ltd acrylic plastics
Door Chime Big Ben 104 Stevenson, 
Norman
V. & E. Friedland Ltd cover injection moulded polystyrene
Door Chime Hi-Lo 952 Stevenson, 
Norman
V. & E. Friedland Ltd case and cover injection moulded polystyrene
Door Chime, Warbler 453 Stevenson, 
Norman
V. & E. Friedland Ltd case and cover injection moulded polystyrene
Latchset with lever handle Slimrim Cameron, Dugald Hard Aluminium Surfaces Ltd satin anodised aluminium
Latchset with Knob handle Slimrim Cameron, Dugald Hard Aluminium Surfaces Ltd satin anodised aluminium
Concealed overhead Door Closer 8833 Bickerton, K. J. Josiah Parkes & Sons Ltd
Overhead Door Closer 8830 Bickerton, K. J. Josiah Parkes & Sons Ltd
Overhead Door Closer Yale 66 Yale & Towne Inc metal finish, hydraulic closing action
 ‘British Design Exhibition’ Prague 1965 
Cotton Satin 0700 Legent Reynolds, Alan Edinburgh Weavers
Screen Printed Cotton FN648 Tetragon Wakely, Shelagh Fidelis Furnishing Fabrics 
Limited
Screen printed textrued linen FN660 Ixion Limbrick, Roger Fidelis Furnishing Fabrics 
Limited
Cotton/Rayon Weave FB678 Poncho Ross, Shirley Fidelis Furnishing Fabrics 
Limited
Printed Cotton, Mediant Green, David Heal Fabrics Ltd
Printed Cotton WE 2368-69 Candleberry Dodd, Robert Heal Fabrics Ltd
Printed Cotton, Rosette Mortiz-Evers, 
Regina
Heal Fabrics Ltd
Printed Cotton WE 2380-81 Spring Flowers Payse, Barbara Heal Fabrics Ltd
Printed Cotton Satin 0110 Moidart McCulloch, Peter Hull Traders Ltd
Printed Cotton Satin 0113 Imprint Tierney, Robert Hull Traders Ltd
Printed Cotton Satin 0117 Spindrift Cannon, 
Margaret
Hull Traders Ltd
Printed Cotton Satin 0111 Roudel Limbrick, Roger Hull Traders Ltd
Printed Cotton Satin 7080 Abberley Sutton, Ann London Seventy Ltd
Printed Cotton/Linen ZH625 Alpha Sharp, Anthony Sanderson Fabrics
Printed Cotton/Linen ZH624 Omega Sharp, Anthony Sanderson Fabrics
Woven Rayon Kistna Sekers, Nicholas West Cumberland Silk Mills 
Limited
Yarn Dyed Rayon Afficiado Sekers, Nicholas West Cumberland Silk Mills 
Limited
Rayon/Silk Baccarra Sekers, Nicholas West Cumberland Silk Mills Ltd
Woven Rayon Khabis Sekers, Nicholas West Cumberland Silk Mills Ltd
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Stacking/Linking Chair Bacon, Clive Design Furnishing Contracts 
Limited
Chair The Villager 8014 Lennon, Dennis Greaves & Thomas Ltd
Polypropylene Chair Mark II Day, Robin S. Hille & Co Ltd
Polypropylene Stacking Chair 1964 model Day, Robin S. Hille & Co Ltd
Easy Chair Cantilever PH6k Hoyte, Peter Hoyte, Peter fibreglass shell
Circular Table 312 Wyett, Percy C. Merrow Associates Ltd
Occasional Table 317 Wyett, P. C.; 
Young, Richard
Merrow Associates Ltd
Swivel Chair 77/P Harcourt, 
Geoffrey
Olivex Ltd
Auditorium Seating Pedestal Tip-up chair Dickinson, Peter Race Furniture Ltd
Bench Table Curlew Smith, Leslie Race Furniture Ltd
Low-back Easy chair Curlew Race, Ernest Race Furniture Ltd
Low back Chair FXT/1 Frewing, 
Nicholas
Race Furniture Ltd
Table Glasses Scaraben 4021 O'Broin, Domhall Caithness Glass Ltd soda lime glass
Tumblers and Decanter Stroma 4020 O'Broin, Domhall Caithness Glass Ltd
Cylinder Vase 4002 O'Broin, Domhall Caithness Glass Ltd
Low Bowls 4006 O'Broin, Domhall Caithness Glass Ltd
Tumblers K140 A Ingram, Keith Keith Ingram Ltd
Clear Glass Dish Ingram, Keith Keith Ingram Ltd
Bowl B3 A14 Ingram, Keith Keith Ingram Ltd
Vases 122-10 Ingram, Keith Keith Ingram Ltd
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Goblets 20,21,22 Stennett-Willson, 
R.
Nazeing Glass Works Ltd
Wine Service M121 Wilson, W. J. Whitefriars Glass Ltd
Carafe and Glass M122 Wilson, W. J. Whitefriars Glass Ltd
Vase 9602 Baxter, G. P.; 
Wilson, W. J.
Whitefriars Glass Ltd
Vase 9597 Baxter, G. P.; 
Wilson, W. J.
Whitefriars Glass Ltd
Table glasses Tower Service Stennett-Willson, 
R.
Wilmart Ltd
Table Glasses Canberra Stennett-Willson, 
R.
Wilmart Ltd
Electric Convector Heater Meridian 4214 AEI Hotpoint Ltd
Panel Inset Electric Fire Corinthian 180U Brunton, D. M. R. Belling & Co Ltd
Electric Convector Heater Gaylec EC2T Burns, Bernard Carnscot Engineers Ltd
Gas Storage Water Heater Coniston Main Morley Ltd
Solid Fuel Stove Studio No 2 Pither, P. E. Piters Radiant Stoves Ltd
Automatic Temperature Controller Theta EA James, Norman Drayton Controls Ltd
Automatic Temperature Controller Theta EB James, Norman Drayton Controls Ltd
Domestic Oil-Fired Boiler Centramatic 35 Asquith, Brian Redfyre Limited
Twin-tup Washing and spin drying machine 
Hotpoint Supermatic 1421
AEI Hotpoint Ltd
Electric Cooker 6011 AEI Hotpoint Ltd
Carpet Shampoo Applier Swift Mark II Rowlands, 
Martyn
Chiswick Products Ltd
Cooking Scales Albion 50 Carter, R. David Albion Foundry Ltd
Portable Power Unit and Attachments Power Maid 
6500
Cannon Industries Ltd
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Hotplate De-Luxe Harman-Powell, 
D.
Ekco Plastics Ltd
Round Food Container Super-seal Harman-Powell, 
D.
Ekco Plastics Ltd
Square Food Containers Super-Seal Harman-Powell, 
D.
Ekco Plastics Ltd
Cover jug and box for refrigerator Cornish Kitchen T.G. Green & Co Ltd
Casserole Clip N Carry 30 Hornsea Pottery Co Ltd ovenproof earthenware
Oval Casseroles Anniversary Ware 370 Reid, John and 
Sylvia
Izons & Co Ltd
Entrée Dishes Anniversary Ware 371 Reid, John and 
Sylvia
Izons & Co Ltd
Casseroles 300MB Bell, R. Izons & Co Ltd
Saucerpans Judge Elegance 1 Judge International Ltd
Electric Kettle Judge Elegance Judge International Ltd
Electric Food Mixer Chef A701A Grange, Kenneth Kenwood Manufacturing Ltd
Automatic Electric Toaster Tos Morphy-Richards Ltd
Set of Knives Monte Carlo Connoisseur Fowler, S. George Wostenholm & Son Ltd
Kitchen Tool Set Monte Carlo Epicure Fowler, S. George Wostenholm & Son Ltd
Set of Mixing Bowls 720-723 The Prestige Group Ltd
Set of Covered saucerpans 8611-8614 The Prestige Group Ltd
Cookery Scales 159 Howes, Kenneth George Salter & Co Ltd
Surface mounted Tungsten Light Fitting SG12 Villereuve, Noel Allom Heffer & Co Ltd
Surface mounted Tungsten Light Fitting SG6 Villenueve, Noel Allom Heffer & Co Ltd
Wall Light RGW9 Villeneuve, Noel Allom Heffer & Co Ltd
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Two-tone Twin diffuser Arrow Slim LXF23 Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Twin Fluorescent Batten Arrow Slim LXS2030 Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Metal Louvre Attachement Arrow Slim LXG23 Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Single Fluorescent Batten Arrow Slim LXS1030 Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Two-tone Single Diffuser Arrow Slim LXF13 Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Metal Trough Reflector Arrow Slim LXE13 Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Woven Raffia Diffuser Arrow Slim LXA13 Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Metal Baffle Arrow Slim LXB13 Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Angle Reflector for Wall Mounting Arrow Slim 
LXD13
Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Angle Diffuser Arrow Slim LXC13 Rodd, Peter; 
Barnes, J. S.
Atlas Lighting Ltd
Bulkhead Fitting LG1.1100 Barnes, John 
Sidney
Atlas Lighting Ltd
Hospital Ward Incandescent Bed Head Fitting 
OE/1060
Brockbank, 
Roger
Atlas Lighting Ltd
Pendant Lighting Ftting Atlas Modern XZA/L/P1 Rodd, Peter Atlas Lighting Ltd
Pendant Lighting Fitting Atlas Modern 
XAM/DC?P1
Rodd, Peter Atlas Lighting Ltd
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Pendant Light Fitting Opalight 1550 Series 
MA1555MZ
Boissevain, Paul Merchant Adventurers Ltd
Pendant Lighting Fitting Drum Series MA2155F Boissevain, Paul Merchant Adventurers Ltd
Wall Lighting Fitting F32241 Hildred, John F. Osram Ltd
Pendant Light Fitting F30107 Hildred, John F. Osram Ltd
Pendant Light Fitting Coronet F30126 Gale, D. B. Osram Ltd
Pendant Light Fitting Crystalprism 1867 Zucci, L.U.R. Rotaflex Ltd
Fixed Wall mounted Spotlight Quartet Range 
4529
Heritage, Robert Rotaflex Ltd
Portable Table Spotlight Quartet Range 4417 Heritage, Robert Rotaflex Ltd
Pay-on-answer Telephone Coin Box 1000 Scott, Douglas Associated Automation Ltd
Stapling Machine Vanguard Kirkbride, A. B. Goodman and Vandervieren 
Ltd
Self-Adhesive Tape Dispenser Tackytaper No363 Procter, Jack Samuel Jones & Co Ltd
Dest Tray Mallod William Mallinson & Sons
Personal Filling Unit Squirrel Roneo Ltd
Electric Dest Computer Anita Mark VIII Kitz, N. Sumlock Computer Ltd
Slide Rule Thornton Professional Range PIC Stevenson, 
Norman
A. G. Thornton Ltd
Slide Rules, Student Range Stevenson, 
Norman
A.G. Thornton Ltd
University set of drawing instruments U300 Stevenson, 
Norman
A. G. Thornton Ltd
Adjustable set square PIC153 Stevenson, 
Norman
A. G. Thornton Ltd
Pencil drawing instrument set P279 Stevenson, 
Norman
A. G. Thornton Ltd
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Photographic contact proof printer Paterson, D. M. R. F. Hunter Ltd
Photographic Dish Warmer Paterson, D. M. R. F. Hunter Ltd
Camera Pistol Grip Paterson, D. M. R. F. Hunter Ltd
Illuminated Transparency Viewer Paterson Paterson, D. M. R. F. Hunter Ltd
Photographic Transparnecy Viewer Paterson 
Viscount
Paterson, D. M. R. F. Hunter Ltd
Photographic Transparency Viewer Paterson 
Trident
Paterson, D. M. R. F. Hunter Ltd
Studio Camera Tripod K 1 Kennedy, Walter Ilford Ltd
Scientific and technical camera K1 Ilford Ltd
Camera Brownie Vecta Grange, Kenneth Kodak Ltd
Automatic Slide Projector Aldis SN12 Tustin, D. E. R. The Rank Organisation
Exposure Meter Weston Master V S461.5 Sangamo Weston Ltd
Storage Jars Coxpot Samuel, Edward William J. Cox Ltd moulded acrylic sheet
Condiment set G33 Eccleston, B. M. BIP Gaydon Ltd melmine
Children's Decorated tableware Birds G34F Woodfall, A. H.; 
Eccleston, B.; 
Annette, Helen
BIP Gaydon Ltd break-resistant melamine
Children's Decorated tableware Trains G34F Woodfall, A. H.; 
Eccleston, B.; 
Bull, V. J.
BIP Gaydon Ltd
Children's Decorated tableware Kitchens G34F Woodfall, A. H.; 
Eccleston, B.; 
Little, Alison F.
BIP Gaydon Ltd
Baby bath Gold seal Superbath Rowlands, M. O. Ekco Plastics Ltd polished beechwood stand, polythene
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Toilet trainter seat Harman-Powell, 
D.
Ekco Plastics Ltd
Larder Boxes Bex Fleury, N. J. Halex, British Xylonite Co Ltd
Pudding basins Indus Brand Industrial Mouldings Ltd
insulated tumblers Creighton, H. D. 
F.
Standard Sales Ltd
Pepper Mills Peter Piper Contemporary Adgey-Edgar, A. 
G.
Park Green Co Ltd
Vacuum glask, Vacco de Luxe VLP Leslie-Smith, L. Vacco Limited
Rectagular tray and hors d'oeuvre dishes Lefebvre, Noel 
Anthony
Xlon Products
Casserole dishes Denby Ode Joseph Bourne & Son Ltd
Oven and tableware Denby Chevron Pemberton, Gill Joseph Bourne & Son Ltd
Tableware Persia C2019 Can shape Copper, Susie Susie Cooper Ltd
Coffee Set Hyde Park C912 Can shape Copper, Susie Susie Copper Ltd
Tableware Spode Sussex Lumina Line Jackson, David W. T. Copeland & Sons Ltd
Tableware Spod Royal College Gothic Y8010 French, Neal; 
White, David; 
Kitt, Michael
W. T. Copeland & Sons Ltd
Tableware Spode Royal College Persia Y8018 French, Neal; 
White, David; 
Jackson, David
W. T. Copeland & Sons Ltd
Tableware Tobago A16658 Williamson, 
Elaine
Crown Staffordshire China Co 
Ltd
Coffee Service Hamilton Cole, Tarquin Govancroft Potteries Ltd
Tableware Queensberry Contrast Queesnberry, 
David
W. R. Midwinter Ltd
Tableware Nordic Raindrop D2855 Brockman, R. J. R.H. & S. L. Plant Ltd
Tableware Nordic Soverign D2823 Brockman, R. J. R. H. & S. L. Plant
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Stacking Tableware for hotel use Grosvenor Russell, Hodgson 
and Leigh; 
Tilbury
R. H. & S. L. Plant Ltd
Tableware Leigh Asia R4288 Skellern, Victor Josiah Wedgwood & Sons Ltd
6 Minkin, Robert Josiah wedgwood & Sons Ltd
6 Josiah Wedgwood & Sons Ltd
Tableware Olympic Argosy TK661 Wall, Peter Josiah Wedgwood & Sons Ltd
Sugar bowl Bute 2570 Black Basalt Josiah Wedgwood & Sons Ltd
Pre-amplifier/control unit Quad II QC II Walker, P. J. Acoustical Manufacturing Co 
Ltd
Radio Tuner Unit Collinson, J. D. Acoustical Manufacturing Co 
Ltd
Radio Tuner Quad AMII Acoustical Manufacturing Co 
Ltd
Control Unit Quad 22 Acoustical Manufacturing Co 
Ltd
Integrated stereo amplifier 222 Connor, P. O.; 
Wright, D.
Armstrong Audio Ltd
AM-FM tuner 223 Connor, P. O.; 
Wright, D.
Armstrong Audio Ltd
Gramophone pick-up ARM Acos Hi-light Walton, J. Cosmocord Ltd
Hi-fi amplifier Transtereo 30 Haring, Noel H. J. Leak & Co Ltd
FM Tuner FM Trough Line 3 Haring, Noel H. J. Leak & Co Ltd
Interpretation receiver Lorgnette Jessop, J. Multitone Electric Co Ltd
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Gramophone Pick-up ARM Series II 3012 Robertson-
Aikman, A.; 
Watkinson, W. J.
SME Limited
Ribbon cardioid microphone 4113 Grange, Kenneth Standard Telephones and 
Cables Ltd
Michrophone 4114 Grange, Kenneth Standard Telephone and 
Cables Ltd
Mobile Radiotelephone Cambridge Fm10D Pye Telecommunications Ltd
Remote Control Unit PT RTC Wilkes and 
Ashmore
Pye Telecommunications Ltd
Amplifying megaphone Transhailer PTC.1003 Pye Telecommunications Ltd
Hi-fi Amplifier Brahms HFS30T Hawke, K. N.; 
Bowyer-Lowe, A. 
M.
Pye Limited
Stereophonic Radio with separate Loudspeaker 
11/11
Day, Robin Pye Limited
Television set 24/UF Day, Robin Pye Limited
Wash basin Meridian One Fig 1137 Holscher, Knud; 
Tye, Alan; 
Adams, A. H.
Adamsez Ltd
Bidet Meridian One Fig 1138 Holscher, Knudl 
Tye, Alan; 
Adams, A. H.
Adamsez Ltd
Colset Pan Meridian One Fig A409 Holscher, Knudl 
Tye, Alan; 
Adams, A. H.
Adamsez Ltd
Basin Mixing Tap Watasava S279 Sheardown, J. 
W.
Adamsez Ltd
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St Catherine's Tap S290 Adams, Bryan Adamsez Ltd
Non-Concussive Tap Neeta Non-Con S292 Sheardown, J. 
W.
Adamsez Ltd
Javelin Roberts Apollo Senior Accles & Pollock Ltd
Relay Batons A Senior, B Junior Accles & Pollock Ltd
Archery Bow Apollo Merlin Accles & Pollock Ltd
Archery Arrows Apollo Pathfinder Accles & Pollock Ltd
Boat Hook North End Hook and Prong Bratt, R. R. A. R.R.A. Bratt
Riding Whips Chapman, R. R. Chapman & Co
Tennis Racquet Maxply Fort Dunlop Sports Co Ltd
Golf Balls Penfold Golf Ball Developments Ltd
Golf Clubs Dai Rees Shotmaster Letters, John John Letters & Co Ltd
Discus Olympian AA1 Lodge Ltd
Discus Olympian AA1 (I) Lodge Ltd
Throwing Hammer Achilles Olympyx AA5(h) Lodge Ltd
Ice Skates Professional Mitchel & King Ltd
Ice Skates Dance Mitchel & King Ltd
Fishing Reel Intrepid Super Fly K. P. Morritt Ltd
Fishing Reel Intrepid Elite K. P. Morritt Ltd
Bicycle Continental MO Mooulton, Alex Moulton Bicycle Ltd
Bicycle Stowaway M5 Moulton, Alex Moulton Bicycle Ltd
Sailing Dinghy Minisail Monaco Proctor, Ian Richmond Marine Ltd
Tournament Bow Royal Scots Bow Laddie Birnie, G. D. Scottish Archery Sales Co
Hunting bow Royal Scots bows Scots Guard Scottish Archery Sales Co
Dry Fly and salmon Fishing Rod Specialist Sharpe, J. H. J. S. Sharpe Ltd
Tennis Racquet Challenge No1 Emsley, G.; 
Barrett, J.
Slazengers Ltd
Hunting Horn Cotswold Swaine, Adeney, Brigg & Sons 
Ltd
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Ladies Lightweight Riding whip, Riding crop  Swaine, Adeney, Brigg & 
Sons Ltd 
 
Hunting Whip Beaufort  Swaine, Adeney, Brigg & 
Sons Ltd 
 
Portable Electric drill D500  Black & Decker Ltd  
Cultivator Hoes SD336, 337  The Prestige Group Ltd  
Rake SD340  The Prestige Group Ltd  
Hoe P992 Asquith, Brian Spear & Jackson Ltd  
Trowel and Fork Set P702 Asquith, Brian Spear & Jackson Ltd  
Measuring Trowel P712 Asquith, Brian Spear & Jackson Ltd  
Rockery Trowel and Weedfork Asquith, Brian Spear & Jackson Ltd  
Saw G100 Asquith, Brian Spear & Jackson Ltd  
Tenon Saw Double Century P207 Asquith, Brian Spear & Jackson Ltd  
Handsaw Double Century P200 Mellor, David Spear & Jackson Ltd  
Decorator's Tools Asquith, Brian Spear & Jackson Ltd  
Planerfiles surform S122  Stanley Works Ltd  
Enclosed gear Hand drill 5803  Stanley Works Ltd  
Hand Plane Bailey Plane 5 Bailey, Leonard Stanley Works Ltd  
Chisels Model 5001  Stanley Works Ltd  
Slopgrip Torsion Screwdriver J11.20  Valtock Ltd  
Blowlamp 3  Baltock Ltd  
Socket Chisel Aristocrat Hattersley, John 
A. 
Ward & Payne Ltd  
Pen Knife Easifold 1552  John Watts Ltd  
Pruners W50 Sword, W45 Knife cut, W46 
Pocket 
Chadwick, 
Hulme 
Wilkinson Sword Ltd  
Garden shears W429 Ladys, W430 Sword, 
W431 Notched 
Chadwick, 
Hulme 
Wilkinson Sword Ltd  
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Flower Gatherer W43 Chadwick, Hulme Wilkinson Sword Ltd
Hoe Dutch Hoe W463 Chadwick, Hulme Wilkinson Sword Ltd
Refrigerator Iced Diamond 40 AEI Hotpoint Ltd
Hoe Swoe 470 Chadwick, Hulme Wilkinson Sword Ltd
Long hnadled fork W469 Chadwick, Hulme Wilkinson Sword Ltd
Picture Tray Stephenson, 
Audrey
Paul & Marjorie Abbatt
Picture Dominoes Coles, Beryl James Galt & Co Ltd
Paddle steamer and Pleasrue steamer Gould, John John Gould
Barge, Large and small tugs Gould, John John Gould
Free-Play posts 2-292 Kiddicraft Ltd
Scale Model vehicles, Models of yesteryear Lesney Products & Co Ltd
Model Steam roller Mamod SR1 Malins, E. J. Mailns Ltd
Multi-coloured balls Masterson, 
Doreen
Doreen Masterson
Range of model vehicles Dinky Hornby, Frank Meccano Ltd
Toy Theatre Redington Pollock's Toy Museum
Toy Clown Joey Fawdry, 
Marguerite
Marguerite Fawdry
Rag Doll sheet Guard Wilcox, Joy and 
Malcolm
Sari Fabrics Ltd
Rag doll sheet Pussy Cat Wilcox, Joy & 
Malcolm
Sari fabrics Ltd
Rag Doll Sheet Mrs Duck and family Wilcox, Joy & 
Malcolm
Sari Fabrics Ltd
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Rag Doll sheet Miss Anna Wilcox, Joy & 
Malcolm
Sari Fabrics Ltd
Rag Doll sheet Harlequin Wilcox, Joy & 
Malcolm
Sari Fabrics Ltd
Rag Doll sheet Pollyanna Wilcox, Joy & 
Malcolm
Sari Fabrics Ltd
Interlocking wooden blocks Kay, Peter James Galt & Co Ltd
Pocket lamp 9222 Wilkes and 
Ashmore
Pocket torches Handylight 6050 Wilkes and 
Ashmore
Table mirror PC180 Beales, Colin Peter Cuddon
Ceiling Roses S782, S783 London, Noel GEC Ltd
Ceiling Switches DS6708, DS6709 London, Noel GEC Ltd
Master Clock ChronopherXC406 Howe, Jack Gent & Co Ltd
Wall Clock Gibson 603 Casson, 
Margaret
Gibson Time & Electronics Ltd
Cylindrical litter big Town Number one Goad, Derek; 
Ricks, John
Harvey Fabrication Ltd
Pick-up stick Yard Arm Lgp/1 Morton, D. A. Mabar Manufacturing Co Ltd
Cordless Electric shaver Courier Mark III Grange, Kenneth Henry Milward & Sons
Warning Lamp Flaremaster Hinds, R. Notek Electric Co Ltd
Student's striped bedspread Hexham wide stripe Rothschild, H. W. Primavera Contracts Ltd
Student's striped bedspread Hexham narrow 
stripe
Rothschild, H. W. Primavera Contracnts Ltd
Electric Alarm Clock Merlin Welch, Robert Westclox Ltd
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Technical Camera Mark VIII Micro Precision Products Ltd
Jigsaws House, Garden Stephenson, 
Audrey
Paul & Marjorie Abbatt
Hobby Horse Zebra Adams, Pauline Adams, Pauline
Peg Doll, Peggy Astu Studios Ltd
Sink Tap Biflo 4330-U Barking Brassware Co Ltd with hot spray attachment
Stuffed Toy Toucan Cheese, Brenda Brenda Toys
Coffee Maker, New Table Model Game, Abram Cona Limited
Blind made from fabric Hurdy Gurdy Glyn-Smith, Juliet Conran Fabrics Ltd
Cushion cover made from fabric Hurdy Gurdy Glyn-Smith, Juliet Conran Fabrics Ltd
Toy chest, parana pine Heyderman, D. 
M. & E.
Early Tray Jigsaws Coles, Beryl; 
Miles, J. M.
James Galt and Co Ltd
Spice Jars Hamilton Cole, T. Govancroft Potteries Ltd
Storage Jar Hamilton Cole, T. Govancroft Potteries Ltd
Stuffed Toy Rat Elizabeth Hale 
Limited
Elizabeth Hale Limited handmade of various fabrics
Rocking chair Hildred, Falcon 
David
Hildred-Evans
Kitchen Unit for Building in System 70 Fejer, George Hygena Limited
Omelette Pan Anniversary Ware 367 Reid, John and 
Sylvia
Izons & Co Ltd
Saucepans 364 Reid, John and 
Sylvia
Izons & Co Ltd
Colander, Jury 7306 Judge International Ltd
Upholstered Stool c29 Guille, F. Kandya Limited
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Rag Books Lobley, Robert Robert Lobley
Salad Bowl Tudor Knight 0831 Cahill, A. Lucus Industrial Equipment Ltd
Tableware Melaware 2000 Rowlands, 
Martyn
Melaware Ltd
Ceiling or Wall Light Fitting Opalight 1492MH Boissevain, Paul Merchant Adventurers Ltd
Ceiling Light Fittings Drum Series MA2132C Boissevain, Paul Merchant Adventurers Ltd
Teddy Bear, Cheekie Bear T/1 Merrythought Ltd
Linoleum Melomarble 201A Hardy, Alexander Nairn-Williamson Ltd
Hammer Ball HB8 Nicholtoys Ltd
Play Bricks PB21 Nicholtoys Ltd
Kitchen Tool Set on Rack P100 The Prestige Group Ltd
Cutlery and Flatware New Impact Cass, C. Melville; 
Morrison, Derek
John Sanderson & Son Ltd
Rag doll, Miss Anna Wilcox, Joy and 
Malcolm
Sari Fabrics Ltd
Shelf Suppport Spur Savage & Parsons Ltd
Crocodile Sieveking, Lance Lance Sieveking cotton fabric, stuffed with kapok
Electric Oven Creda Mark II Simplex Electric Co Ltd
Electric Boling Rings Creda Simplex Electric Co Ltd
Tea Towel Draughtboard 991 The Ulster Weaving Co Ltd
Switch Socket Wempress 2113/Neon Wandsworth Electrical 
Manufacturing Co Ltd
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Lighting Switch Wempress 6043 Wandsworth Electrical 
Manufacturing Co Ltd
Ventilating Grille PF/ALG3/8 Waterloo Grille Co Ltd
Carved Wooden Boats WV5m WV6 Spence, John Woodpecker Toys
Portable transistor radio, Town and Country 109 Hobbs, Roy Perido Electronics Ltd
Coffee set No13 Appleby, Brigitta Briglin Pottery Ltd
Cultlery and Flatware Symbol Mellor, David British Silverware Ltd
Dining table, Summa Range SU12/6 Conran, Terence Conran & Co Ltd
Stacking chairs Pythagoras PSC/BV Conran Design 
Group Ltd
Conran & Co Ltd
Storage Units Summa Range Conran, Terence Conran & Co Ltd
Traction Engine Mamod TE1 Malins, E. J. Malins Ltd
Napkins RL267/67 The Old Bleach Linen Co Ltd
Pendant Lighting Fitting Crystex ML Chimney A Lee, Maurice E. C. Payter & Co Ltd
Stacking Tableware Compact Jefferson, R. B. Poole Pottery Ltd
Carpet MB307 Manchester Brussels Weave Trafford Carpets Ltd
Set of Serviette Rings ST1005 Viners Limited
Printed Cotton Pandora 399 Farr, Gillian Nernard Wardle Fabrics Ltd
Candlesticks CD20 Welch, Robert Robert Welch
Fruit Bowl CD30 Welch, Robert Robert Welch
Tumbler M27 Wilson, W. J. Whitefriars Glass Ltd
Display Spotlight Fitting DQ.1100A Rodd, Peter Atlas Lighting Ltd
Fluorescent Desk Lamp Cantilever 41555 Abramovitz, 
Gerald
Best & Lloyd Ltd
Desk Accessories Lumium Day, Robin Leslie Cornish Ltd
Waste Paper Bin Lumium R12T Leslie Cornish Ltd
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Portable Recording Machine Travel-Master PBR Kirkbride, A. B. Dictaphone Co Ltd
Automatic Telephone for Extension Working Type 
1904
Avery, W. J.; 
Sinclair, W.
Ericsson Telephones Ltd
Pendant light fitting Constellation L4027B Barnicot, J. M. Falks Limited
Seat Units with Table Modular 5860 Bennett, R. 
Ridley
Wm. Hands & Sons Ltd
Single Pedestal Desk Interplan Day, Robin S. Hille & Co Ltd
Polypropylene Swivel Chair Mark II Day, Robin S. Hille & Co Ltd
Ashtray 122-10 H Keith Ingram Ltd Keith Ingram Ltd
Door Handle 979C CR William Newman & Sons Ltd
Linen Wall Covering Canolin Arthur Sanderson & Sons Ltd
Portable Mains Tlelvision Set KB Featherlight 
KV003
Griffin, L. J. Standard Telephones & Calbes 
Ltd
Cupboard Units 2015/16 Hornby, Richard Henry Stone & Son Ltd
Electric Clock H4P Murphy, D.W.T. The Synchronome Co Ltd
Carpet Chroma colour Bronze 578 Thomson Shepherd Ltd
Venetian Blind Sunway Major Venetian Vogue Ltd
Table glasses Canberra Stennett-Willson, 
R.
Wilmart Ltd
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Product name Designer Manufacturer Note
Reference Cubelight British Lighting Industries Ltd
Reference Adjustable pendant blue Reflector British Lighting Industries Ltd
Reference Link Lite British Lighting Industries Ltd
Rotaflex Concord model Superjet 4448 Concord Lighting International 
Ltd
Chip pans Corfield Sigg Ltd model: Super Ten; 709 shallow; 719 deep; 518 crown 
merton matchmaker; Frypan; Milk pan 910 NT; 
Stewpans 924
Model Martin/2 English Clock Systems
Model Falcon/2 English Clock Systems
Watch Dog Steering lock Fire Detection Ltd
Model 107 Facet V & E Friedland Ltd
Model 301 Seville V & E Friedland Ltd
Model 963 York 3 V & E Friedland Ltd
Elegance in Top Grade Arthur G. Heritage & Co Ltd
Circus 147 Arthur G. Heritage & Co Ltd
Design Z.2 Arthur G. Heritage & Co Ltd
Kompas 1 Table S. Hille & Co Ltd
Hoover 3000 fan heater model 8565 Hoover Ltd
Hoover 600 fan heater model 8570 Hoover Ltd
Hoover Kettle model 6204 Hoover Ltd
Tabouret selectionne Horwood Catering Equipment 
Ltd
Grimaclub chair Horwood Catering Equipment 
Ltd
Chaise Longue John Alan Designs
Model Marcel Breuer John Alan Designs
KL/Jeenay child safety seat K.L.Automotive Products Ltd
Automati seat belt with dual action Kangol Magnet Ltd
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Model Porte-bebe Karrimor Weathertite Products
Candlesticks King's Lynn Glass Ltd model RSW 22; RSW 23
Sheringham candlestick King's Lynn Glass Ltd RSW 13; RSW 14
Casque de competition expose au Design Centre Les Leston Ltd
Combinaison de coureur treated cottom flame 
proof suits marque Dunlop
Les Leston Ltd
Single Spot model S.I. Lighting Manufacturers
Focus W.R. Midwitner Ltd
Spanish Garden W.R. Midwinter Ltd
Major de Luxe Moulton Bicycles Ltd
5982611-2882920 Old Hall Tableware Ltd
5983101-2883110 Old Hall Tableware Ltd
2886810 Old Hall Tableware Ltd
5982981-2882980 Old Hall Tableware Ltd
5982611-2882610 Old Hall Tableware Ltd
Desk Lamp Powell, David 
Harman
Roulette 31/563 Quayle Carpets Ltd
Roulette 42/563 Quayle Carpets Ltd
Roulette 21/563 Quayle Carpets Ltd
QE2 Restaurant Chairs Columbia Race Furniture Ltd
Modele vu au Design Centre Radiation New World Ltd
Combined clock & barometer model 661 Short & Mason Ltd
Modele Mexico Josiah Wedgwood & Sons Ltd
Black Basalt coffee set Josiah Wedgewood & Sons Ltd
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Glass decanter model M. 135 Whitefriars Glass Ltd jug and tumblers
Water Set M. 104 Whitefriars Glass Ltd
Glass dish 9099 Whitefriars Glass Ltd
Crystal jub and tumbler shape M. 12 Whitefriars Glass Ltd
Fruit bowls M. 114 Whitefriars Glass Ltd
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Product name Designer Manufacturer Note
Vase Lynn King's Lynn Glass Ltd RSW10, RSW20
Glasses Tower Service King's Lynn Glass Ltd
Glasses Brancaster King's Lynn Glass Ltd
Glasses Breckland King's Lynn Glass Ltd
Wine Service Sandringham King's Lynn Glass Ltd
Vase Pattern 9683 Whitefriars Glass Ltd
Vase Pattern 9685 Whitefriars Glass Ltd
Paperweights 9695 Whitefriars Glass Ltd
Doorstop 9699 Whitefriars Glass Ltd
Wine Service M121 Whitefriars Glass Ltd 1 decanter, 7 glasses
Decanter FT45 Dartington Glass Ltd
Glasses Tor FT64 Dartington Glass Ltd
Glasses Dartington FT55 Dartington Glass Ltd
Oven and Table Ware Hamilton Govancroft Potteries Ltd Bowl, three piece condiment set, jug, platter, casserole
Oven-to-talbe Ware U114 Sterling Josiah Wedewood & Sons Ltd 3 plates, teapot, jug, 3 bowls, jam pot and lid, cup and 
saucer
Coffee cups and saucers London Josiah Wedgwood & Sons Ltd
Coffee Set 2746 Josiah Wedgwood & Sons Ltd Coffee pot, jug, covered sugar bowl
Oven and Table Ware Compact Poole Pottery Ltd casserole and lid, egg cups, plates, bowls, jugs, cup 
and saucers, teapot
Tea and Coffeeware Art Nouveau C2072 Susie Cooper Ltd coffee pot, sugar bowl, cream jug, plates, teacup and 
saucer, coffee cup and saucer
Coffee cups and saucers Carnaby Daisy Susie Cooper Ltd 6 cups and saucers in box
Tableware D2823 Sovereign R.H. & S.L Plant Ltd vegetable dish, soup cups and saucers, coffee pot, 
sugar bowl, jug, coffee cups and saucers
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Stacking China Grosvenor R.H. & S.L. Plant Ltd plates, teacups and saucers, soup cups and saucers, 
teapots, jugs
Sanitary Suite Meridian Two Adamsez Ltd basin, bidet, WC plus taps etc
Polypropylene side chair Mark II S. Hille & Co Ltd
Polypropylene stacking chairs 1964 Model S. Hille & Co Ltd
Polypropylene Armchair 68X204 Pedestal base S. Hille & Co Ltd
Chair Kingston William Plunkett Ltd
Armchair Coulsdon William Plunkett Ltd
Perspex Chair PH6/P Peter Hoyte
Easy Chair Maximus Ariel low back Race Furniture Ltd
Printed Cotton Satin Repp 0118 Ziggy Zaggy Hull Traders Ltd
Cotton Satin 0138 Grannie Hull Traders Ltd
Heavy Cotton Satin Shere Hull Traders Ltd
Printed Cotton Satin 0111 Roundel Hull Traders Ltd
Cotton Satin 0132 Imperial Stripe Hull Traders Ltd
Cotton Satin 0135 Simple Solar Hull Traders Ltd
Heavy Cotton Satin 0105 Sixty Three Hull Traders Ltd
Heavy Cotton Satin 0107 Shape Hull Traders Ltd
Cotton Satin Angle 6 Hull Traders Ltd
Cotton Satin Straight 6 Hull Traders Ltd
Cotton Satin 0117 Spindrift Hull Traders Ltd
Plain Weave Cotton Libra Hull Traders Ltd
Plain Weave Cotton Ring-a-Ding Hull Traders Ltd
Linen and Cotton Union 0136 Five Hull Traders Ltd
Pendant Light Fitting XYA/XYL/XPI Atlas Lighting suspension, shade, louvre and 100 watt bulb
Spotlight Quartet Major 4438 Concord Lighting International 
Ltd
Spotlight Quartet Minor 4433 Standard housing Concord Lighting International
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Table Lamp Super Mini 4461 Dove Concord Lighting International 
Ltd
Reading Light, Superjet 4448 Concord Lighting Internantional 
Ltd
Wall Light Pin Up G1P Conelight Ltd
Ceiling or Wall Light Fitting Trimline MA1021H Merchant Adventurers Ltd
Wooden Toys, Thames Tug and Paddle Steamer John Gould
Wooden Toy Grand Prix Racing Car, Boystoys Tom Karen Ltd
Constructional Toy Interslot Roger Limbrick Associates
Soft Toy Owl Ostrobogulous Kalpatch Ltd
Rag Dolls, Guard GCX3 Sari Fabrics Ltd
Pollyanna GCX 1 Sari Fabrics Ltd
Clown GCX 31 Sari Fabrics Ltd
Constructional Toy Try Circles Cardboard Engineering
Rubber Stamp Toy Picture Printing James Galt & Co Ltd
Constructional Toy Zoetrope The Rumbold Gallery
Constructional Toy Praxinoscope The Rumbold Gallery
Cardboard Constructional Toys Slotti zoo Michael Stanfield Holdings Ltd
Constructional Polystyrene toys Trendon Ltd
Play Plax Plaques and Rings Trendon Ltd
Cutlery Alveston Old Hall Tableware Ltd
Flatware and Tableware Alveston Old Hall Tableware Ltd
Stainless steel cutlery and flatware Viners Ltd
Vacuum cleaner, Light and Easy 3220 British Domestic Appliance Ltd
Electric Irons, Morphy-Richards British Domestic Appliances 
Ltd
Classic NL/10, Classic OL/10
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Electric Hand Food Mixer Chefette A340 Kenwood Manufacturering Ltd 1 mixer with attachment, bowl and stand
Domestic Balance 32 Compact George Salter & Co Ltd
Electric Wall Clock Millway English Clock Systems
Electric Alarm Clock Merlin General Time Ltd
Electric Commercial Wall Clock Manager 12 General Time Ltd
Warisaw Aven Tools Ltd
Trimmatool Aven Tools Ltd
Electricians' Screwdrivers Model 1971 Thos. R. Ellin Ltd
Engineers' Screwdrivers Model 1970 Thos. R. Ellin Ltd
Electric Soldering Gun, Superfast 1172 Pifco Ltd
Handsaw, Black Prince G104 Spear & Jackson Ltd
Tenon Saw, Sovereign, G101 Spear & Jackson Ltd
Woodworking Chisels 5001 Stanley Works Ltd
Portable Vice 5702 Stanley Works Ltd
Enclosed Gear Hand Drill 5803 Stanley Works Ltd
Try Squares Model 19 Stanley Works Ltd
Bevels, Model 5025 Stanley Works Ltd
Plane Surform Model 107A Stanley Works Ltd
Block Plane, Model 111A Stanley Works Ltd
File and Planer/File Models 101A and 122A Stanley Works Ltd
Electricians' Screwdrivers, 5008 range Stanley Works Ltd
Instrument Screwdrivers, 5016 range Stanely Works Ltd
Screwdrivers, 5006 and 5007 range Stanley Works Ltd
Spade, Claymaster 1012 Spearwell Tools Ltd
Bedding Fork 1656 Spearwell Tools Ltd
Rake 3832 Spearwell Tools Ltd
Scuffle Hoe 3503 Spearwell Tools Ltd
Dutch Hoe 3502 Spearwell Tools Ltd
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Shears 4807 Spearwell Tools Ltd
Weed Fork 4072 Spearwell Tools Ltd
Trowel 4021 Spearwell Tools Ltd
Hand Sprayer Handispray H50 Tudor Accessories Ltd
Pruner Super Knifecut W60 Wilkinson Sword Ltd
Grass Shear Swordgrip W442 Wilkinson Sword Ltd
Shear Sword Shear W434 Wilkinson Sword Ltd
Public Telephone Coin Box Pay-on-Answer Type 
1000
Associated Automation Ltd
Intercommunicating Telephone Deltaline Standard Telephone & Cable 
Ltd
Telephone Set for use with private system 
Deltaphone
Standard Telephones & Cables 
Ltd
High Fidelity Sound Equipment Power Amplifier 
Quad 303
Acoustical Manufacturing Co 
Ltd
High Fidelity Sound Equipment Control Unit Quad 
33
Acoustical Manufacturing Co 
Ltd
High Fidelity Sound Equipment Radio Tuner FM 
Stereo
Acoustical Manufacturing Co 
Ltd
Tape Recorder 722 The Ferrograph Co Ltd
Precision Pick-up Arm Series II 3012 S.M.E. Ltd
Turntable and Fluid Arm Reference Transcriptors Ltd
Stereo Tape Unit Series 200 PD202/204 Truvox Ltd
Technical Camera Mark VIII Micro Precision Products Ltd
Manual Typewriter Imperial 80 Imperial Typewriter Co Ltd
Pencil sets of drawing instruments British Thornton Ltd MS279V in case, MS278D in twinpack
Pencil Beam Compass MS70 British Thornton Ltd
Slide Rules, Double-face British Thornton Ltd P221 Comprehensive, P241 Log-log
Slide Rules, Single-face British Thornton Ltd P217 Log-log, P281 Standard
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Set of drawing instruments MS250R British Thornton Ltd
Pencil Spring Bow MS50 British Thornton Ltd
Universal Spring Compass, MS44 British Thornton Ltd
Adjustable Set Square F3793 British Thornton Ltd
Parallel Blade Tee Square F3902, A2 size British Thornton Ltd
Suitcase Zenith 1060 Antler Ltd
Brief Case Ambassador M Segal Ltd
Executive Case, Revelation E5 W. Wood & Son Ltd
Door Wall and Window Furniture Modric range G. & S. Allgood Ltd
Door Chime 106 Hi-Hi V. & E. Friedland Ltd
Door Buzzer 182 Minibuzzer V. & E. Friedland Ltd
Door Chime, 453 Warbler V. & E. Friedland Ltd
Door Chime 952 Hi-Lo V. & E. Friedland Ltd
Door Chime, 104 Big Ben V. & E. Friedland Ltd
Door Chime 213 Ding Dong V. & E. Friedland Ltd
Range of Bells and Push Buttons V. & E. Friedland Ltd Bell-in-One, Sesame, Lightspot, Dimex, Underdome, 
Pushlite
Door Bell Kit 972 V. & E. Friedland Ltd
Door Chime 954 Hi-Lo V. & E. Friedland Ltd
Door Chime 454 Warbler 4 V. & E. Friedland Ltd
Door Chime 301 Seville V. & E. Friedland Ltd
Plastics Pillar Taps Opella IMI Developments Ltd
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Product name Designer Manufacturer Note
Buzzer Minibuzzer V & E Friedland Ltd
Chime DingDong V & E Friedland Ltd
Door Chime 301 Seville V & E Friedland Ltd
Door Bell Push Button 611 V & E Friedland Ltd
Door Chime 454 Warbler V & E Friedland Ltd
Door Chime 954 Hi-Lo V & E Friedland Ltd
Door Bell Kit 972 V & E Friedland Ltd
Button Bell in One 902 V & E Friedland Ltd
Button Sesame 813 V & E Friedland Ltd
Button Lightspot 534 V & E Friedland Ltd
Button Dimex 823 V & E Friedland Ltd
Button Underdome 792 V & E Friedland Ltd
Button Pushlite 722 V & E Friedland Ltd
Chime 991 Chord V & E Friedland Ltd
Chime 603 Westminster V & E Friedland Ltd
Chime 424 Do-It-Yourself V & E Friedland Ltd
Chime Hi-Hi 106 V & E Friedland Ltd
Chime 453 V & E Friedland Ltd
Transcription turntable unit 401 Garrard Engineering Ltd
Record playing unit AP75 Garrard Engineering Ltd
Record changer CC10 Garrard Engineering Ltd
Record playing unit SP25 Garrard Engineering Ltd
Printed Cotton Carnival WE3401 Heal Fabrics Ltd
Printed Cotton Poncho WE3120 Heal Fabrics Ltd
Printed Cotton Spiral Heal Fabrics Ltd
Printed Cotton Florida WE3511 Heal Fabrics Ltd
Printed Cotton Automation WE3430 Heal Fabrics Ltd
Printed Cotton Infinity WE3410 Heal Fabrics Ltd
Printed Cotton Data WE3576 Heal Fabrics Ltd
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Printed Cotton Satin Concentric WE326 Heal Fabrics Ltd
Printed Cotton Perimeter WE3402 Heal Fabrics Ltd
Printed Cotton Satin Volution WE3133 Heal Fabrics Ltd
Printed Cotton Hexagon WE3361 Heal Fabrics Ltd
Printed Cotton Keys WE3060 Heal Fabrics Ltd
Printed Cotton Dado WE3100 Heal Fabrics Ltd
Printed Cotton Ditto WE3310 Heal Fabrics Ltd
Printed Cotton Belvedere WE3050 Heal Fabrics Ltd
Slide Chair MkII S. Hille & Co Ltd
Armchair flame red S. Hille & Co Ltd
Stacking chair 1964 S. Hille & Co Ltd
Armchair dark blue S. Hille & Co Ltd
Woven Cotton/Rayon Jonelle Cablecord John Lewis Overseas Ltd
Woven Fabric Jonelle Duracolour Tropicana John Lewis Overseas Ltd
Wovne Rayon Jonelle Duracolour Slamander John Lewis Overseas Ltd
Woven Cottom Jonelle Duracolour Caxton John Lewis Overseas Ltd
Woven Rayon Jonelle Duracolour Raskam John Lewis Overseas Ltd
Woven Rayon Jonelle Dracolour Apache John Lewis Overseas Ltd
Woven Rayon/Cotton Jonelle Duracolour Arabia John Lewis Overseas Ltd
Woven Rayon Jonelle Duracolour Nepal John Lewis Overseas Ltd
Printed Cotton Jonelle Duracolour Zanzibar John Lewis Overseas Ltd
Screen Printed cotton/linen Jonelle Duracolour 
Rhapsody
John Lewis Overseas Ltd
Model Traction Engine Mamod TE1a Malins Engineers Ltd
Model Steam Engine Mamod SE2 Malins Engineers Ltd
Lumber Waggon Mamod LW1 Malins Engineers Ltd
Stationary Steam Engine Mamod Minor 2 Malins Engineers Ltd
Measuring Cyliners Paterson Products Ltd
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Contact Proof Printer Paterson Products Ltd
Camera Pistol Grip Paterson Products Ltd
Slide Viewer Viscount Standard Paterson Products Ltd
Slide Viewer Trident Paterson Products Ltd
Enlarging Focus Finder Micro Paterson Products Ltd
Photographic Enlarging Computer CdS Paterson Products Ltd
Developing Tanks System 4 Paterson Products Ltd
Floor Lamp Solar S604 Phosco Ltd
Table Lamp Solar S600 Phosco Ltd
Armchair Coulsdon William Plunkett Ltd
Table Coulsdon William Plunkett Ltd
Swivel Chair Epsom WP35 William Plunkett Ltd
Swivel Stool Epsom WP55 William Plunkett Ltd
Tennis Racquet Panther 210051 Slazengers Ltd
Tennis Balls Permacore 341082 Slazengers Ltd
Tennis Racquet Panther Victory 210035 Slazenger Ltd
Tennis Racquet Panther Jupiter 210038 Slazengers Ltd
Woodworking Chesels 5002 Stanley Works Ltd
Screwdrivers Pozidriv 5330 Stanley Works Ltd
Screwdrivers Electricians 5008 Stanley Works Ltd
Woodworking Chisels 5001 Stanley Works Ltd
File Surform 101A Stanley Works Ltd
Plane Surform 107A Stanley Works Ltd
Block Plane Surform 111A Stanley Works Ltd
Planerfile Surform 122 A Stanley Works Ltd
Marking Gauge 5061 Stanley Works Ltd
Trimming Knife 199A Stanley Works Ltd
Genreal Purpose Knife Slimknife 5900 Stanley Works Ltd
Screwdrivers Regular 5006 Stanley Works Ltd
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Enclosed Gear Hand Drill 5803 Stanley Works Ltd
Flexible Pocket Rules TY2M TY3M Stanley Works Ltd
Bevels 5025 Stanley Works Ltd
Portable Vice 5702 Stanley Works Ltd
Try Squares 19 Stanley Works Ltd
Wastepapre bin International Road Signs Gordon Thomas Ltd
Salt & Paper Shakers Gordon Thomas Ltd
Flour & Sugar Shifters Gordon Thomas Ltd
Nesting Cake Tins Gordon Thomas Ltd
Trays & Coasters Gordon Thomas Ltd
Canister Bouquets Garnis Gordon Thomas Ltd
Canister Sel de Mer Gordon Thomas Ltd
Canister Flour Gordon Thomas Ltd
Canister Pasta Gordon Thomas Ltd
Electric Dishwasher Kenwood A1212 Thorn Domestic Appliance Ltd
Portable Electic Good Mixer Thorn Domestic Appliance Ltd
Kenwood Chefette A340 Thorn Domestic Appliance Ltd
Electirc Hand Food Mixer Kenwood Mini A345 Thorn Domestic Appliance Ltd
Potato Peelr Attachment A791A Thorn Domestic Appliance Ltd
Can Opener with Magnet A778 Thorn Domestic Appliance Ltd
Bean Slicer and pea Huller A760 Thorn Domestic Appliance Ltd
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High spped slicer and shredder A798 Thorn Domestic Appliance Ltd
Coffee Mill A724 Thorn Domestic Appliance Ltd
Liauidiser Attachment A788 Thorn Domestic Appliance Ltd
Juice Separator Attachment A796 Thorn Domestic Appliance Ltd
Electric Food Mixer Kenwood Chef A701A Thorn Domestic Appliance Ltd
Constructional Toy Playplax Trendon Ltd
Contructional Toy Playpax Trendon Ltd
Educational Toy Rainbow Box Trendon Ltd
Playsacks Trendon Ltd Owl; Fox; Leopard; Tiger; Zebra; Monkey; Panda
Constructional Toy Little Men Trendon Ltd
Gyrosphere Trendon Ltd
Toy Fingermajig Trendon Ltd
Contructional Toy Hex-Upon Trendon Ltd
Contructional Toy Mosaic Trendon Ltd
Bath Toy Bird Trendon Ltd
Bath Toy Fish Trendon Ltd
Grass Shears W442 Swordgrip Wilkinson Sword Ltd
Two-Handed Pruner W53 Wilkinson Sword Ltd
Pruner Super Knifecut W60 Wilkinson Sword Ltd
Hand Cultivator W478 Fine Point Wilkinson Sword Ltd
Hand Cultivator W476 Fine Trowel Wilkinson Sword Ltd
Pruner Scimitar W58 Wilkinson Sword Ltd
Shears W434 Sword Shear Wilkinson Sword Ltd
Pruner Pocket Pruner W66 Wilkinson Sword Ltd
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Pruner Super Armourcut W70 Wilkinson Sword Ltd
Draw Hoe W478 Wilkinson Sword Ltd
Dutch Hoe W486 Wilkinson Sword Ltd
Rake W485 Wilkinson Sword Ltd
Shears Notched W435 Wilkinson Sword Ltd
Shears W433 Light Shear Wilkinson Sword Ltd
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Product name Designer Manufacturer Note
Clamp Spotlight Fitting ES VB Long Cowl Architectural Lighting Ltd
Free standing Spotlight Ftting ES TA Short Cowl Architectural Lighting Ltd
Oven and Tableware Summit Joseph Bourne & Son Ltd plate, creamer, sugar bowl, soup, teapot, breakfast 
cups and saucers, open jug, casserole; same display 
used in Helsinki
Decanter and Glasses 4026 Range Caithness Glass Ltd decanter, goblet, champagne, wine, sherry, liqueur
Spotlight Quartet Minor 4433 Concord lighting International 
Ltd
portable, table or floor spotlight
Nesting Wastepaper Bins International Road 
Signs
G.T. Designs
Salt & pepper shakers G.T. Designs
Flour & Sugar shifters G.T. Designs
Set of nesting Cake Tins G.T. Designs
Trays & Coasters Stripes G.T. Designs
Canisters Bouquets Garnis, Sel de Mer G.T. Designs
Stacking Canisters Tidy Tins G.T. Designs
Printed Cotton, Keys WE3060 Heal Fabrics Ltd
Printed Cotton Belvedere WE3050 Heal Fabrics Ltd
Printed Cotton Infinity WE3410 Heal Fabrics Ltd
Printed Cotton Satin Volution 3133 Heal Fabrics Ltd
Printed Cotton Perimeter 3482 Heal Fabrics Ltd
Printed Cotton Data WE3576 Heal Fabrics Ltd
Printed Cotton Ondine WE3620 Heal Fabrics Ltd
Printed Cotton Precision WE3794 Heal Fabrics Ltd
Printed Cotton Spectrum WE3750 Heal Fabrics Ltd
Printed Cotton At Home Hull Traders Ltd
Printed Cotton Curtain Up Hull Traders Ltd
Acrylic Paperweights Oracles Objex Limited
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Flatware Alveston 211901 Old Hall Tableware Ltd 1 pair salad servers
Cutlery & Flatware Alveston Old Hall Tableware Ltd Cheese Knife 211912, Butter Knife 211911, Sugar 
Shovel 211959
Cutlery and Flatware Alveston Old Hall Tableware Ltd 7 piece place setting
Carving Set Alveston 211501 Old Hall Tableware Ltd 1 set in cardboard box
Photographic Enlarging Computer CdS Paterson Products Ltd
Slide Viewer Viscount Standard Paterson Products Ltd
Camera Pistol Grip Paterson Products Ltd
Enlarging Focus Finder Micro Paterson Products Ltd
Photographic Devoloping Tanks and Spiral 
System 4
Paterson Products Ltd
Photographic Dish Warmer Paterson Products Ltd
Gas Lighter Comet VC50 Ronson Products Ltd
Stacking China Tuscan Metallised Plain white Royal Tuscan, Josiah 
Wedgwood & Sons Ltd
for hotel use, Grosvenor shape,
Stacking China, Tuscan Metallised Harrods 
pattern
Royal Tuscan, Josiah 
Wedgwood & Sons Ltd
for hotel use, Grosvenor shape
Directional Light Fittings Show Off Ragne Thorn Lighting Ltd Pendant light WN1060W, Wall light WW1060BN, 
Adjustable Pendant WV1060R
Chair Totum Design E Series Thornton & Sandberg Designs 
Ltd
1 chair E1 with natural linen cover, 1 pack in knock-
down form with orange cover
Coffeeware, Art Nouveau on Can shape C2072 
blue
Susie Cooper, Josiah 
Wedgwood & Sons Ltd
Coffee cups and saucers Carnaby Daisy on Can 
shape
Josiah Wedgwood & Sons Ltd
Coffee cups and saucers Heraldry on Can shape Josiah Wedgwood & Sons Ltd
Coffee cups and saucers Nebula C2137/8 on Can 
shape
Josiah Wedgwood & Sons Ltd
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Coffee cups and saucers Gray Stripes on Can 
shape C2141/6
Josiah Wedgwood & Sons Ltd
Coffee cups and saucers Pennant on Can shape Josiah Wedgwood & Sons Ltd
Orbit tableware V1200 Plain Whtie Josiah Wedgwood & Sons Ltd
Black basalt sugar bowls Bute 2570 Josiah Wedgwood & Sons Ltd
Notched Shear W435 Wilkinson Sword Ltd
Fine Point & Trowel W476/8 Josiah Wedgwood & Sons Ltd
